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corais. 
 
 
Resumo 
 
 
A falta de educação musical e experiência dos cantores adultos em coros 
amadores podem ter impacto negativo sobre a eficiência dos ensaios 
corais. Isto tem repercussões em termos de repertório do qual os cantores 
são capazes de realizar e do nível de desempenho em si, como muitas 
vezes, a maior parte do tempo de ensaio deve ser dedicado a 
aprendizagem de notas, em vez de ser centrado em detalhes e 
particularidades da música. 
Neste trabalho procurou-se investigar os benefícios que podem ser 
alcançados por meio da adaptação das metodologias pedagógicas e da 
filosofia de Kodály aplicadas a um coro de amadores. O objectivo da 
investigação foi verificar se este método teria resultados positivos quanto 
à evolução das competências musicais dos coristas, como leitura 
musical, competência auditiva, afinação e precisão rítmica. 
Através de uma série de avaliações - que inclui auto-avaliações, 
avaliações qualitativas na forma de questionários e avaliações objetivas 
de vista de leitura e ditado - completou, antes e após um período de 
ensaios, concluiu-se que as técnicas de ensaio baseado no Conceito 
Kodály de Educação Musical são benéficas para coros adultos em termos 
da melhoria da competência músical padrão dos cantores. 
Consequentemente, estas técnicas de ensaio podem melhorar o nível de 
desempenho alcançado pelos adultos dos coros amadores, além de 
permitir-lhes desempenhar repertório mais desafiador, ao mesmo tempo, 
provando ser um caminho viável para se oferecer educação musical para 
adultos da comunidade. 
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A lack of musical education and experience amongst singers in adult 
amateur choirs can impact negatively on the efficiency of choral 
rehearsals.  This has repercussions in terms of both the repertoire which 
the singers are able to perform and the standard of performance itself, as 
very often, the bulk of rehearsal time must be devoted to learning notes, 
instead of focusing on the finer details of music making.  
The aim of this work was to investigate the benefits of adapting the 
teaching methodologies associated with the Kodály Concept of Music 
Education for singers in an adult amateur choir, in order to assess 
whether these rehearsal techniques could help to improve skills such as 
musical literacy, aural perception, intonation and rhythmic accuracy. 
Through a series of assessments – comprising self-evaluations, 
qualitative assessments in the form of questionnaires and objective sight-
reading and dictation assessments – completed before and after a term of 
rehearsals, it was concluded that rehearsal techniques based on the 
Kodály Concept of Music Education are beneficial for adult amateur 
choirs  in  terms  of  improving  the  singers’  standard  of music competency.  
Consequently, these rehearsal techniques can improve the standard of 
performance achieved by adult amateur choirs in addition to allowing 
them to perform more challenging repertoire, whilst also proving to be a 
viable way in which to provide community musical education for adults.     
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INTRODUCTION:  
 
The Kodály Concept of Music Education is most often associated with the 
introduction of children to basic musical rudiments in a classroom setting.  However, 
Kodály’s   educational philosophies could also be applied to adult education, and 
applied in a community environment.  In the course of my research, I aim to adapt 
elements of Kodály’s   Concept of Music Education for an adult amateur choir, to 
investigate if the methods can be of benefit to the choristers and to the conductor as a 
rehearsal technique, simultaneously teaching the repertoire whilst improving the 
choir’s   sound  and  developing the   singers’   aural   and   literacy   skills.      I   aim   to  devise 
teaching and learning strategies using teaching methods associated with the Kodály 
Concept of Music Education in order to prepare singers with various levels of 
experience for a performance of diverse choral repertoire. 
 
All too often, adults are of the opinion that there is an upper age limit with regard to 
learning new skills, and seem to believe that those who did not have the opportunity 
to study music during childhood do not have the capacity as adults to begin to learn to 
read music, or to develop technical skills in order to achieve a competent level of 
performance. Whilst it may be regarded as infinitely better to begin musical activities 
in early childhood, this should not preclude those who did not have these childhood 
opportunities from participating in musical activities as an adult.  Research – dating as 
far back as the 1930s1 - has proven that willing adults are perfectly capable of 
learning quickly – but  the  keyword  is  ‘willing’.    The  increased  speed  at  which  adults  
can learn new concepts in comparison to children is not only due to their greater 
capacity to concentrate, but also their increased levels of motivation – success is 
partially   due   to   “the superior mental maturity, but part to greater earnestness of 
purpose.”   (Caswell  Ellis, 1932:472)  Thus, once the adult choristers demonstrate a 
willingness to learn, they should be able to learn relatively quickly, and an 
improvement in musical literacy may have a dramatic effect on the success of the 
choir, in terms of a reduction in time spent learning new repertoire, giving the director 
the opportunity to work on other aspects of the performance.  
                                                 
1 “The  experts  teaching  illiterates  in  the  United  States,  for  example,  have found that an average 
illiterate American adult can complete in one hundred one-hour lessons the equivalent of the work of 
the first three grades of the public schools, on which normal six-to eight-year children spend more than 
two thousand hours”  (Caswell Ellis, 1932:472). 
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The benefits of using rehearsal techniques based on the Kodály Concept of Music 
Education in this case refer to an improvement in intonation; an improvement in 
sight-reading accuracy; an improvement in rhythmic accuracy and a subsequent 
improvement in other musical skills, such as dictation and vocal technique. These 
improvements can be attributed to the combination of the sequential introduction of 
material, always adhering   to   the   principle   of   ‘sound   before   sight’; and the use of 
Kodály’s   training   exercises,   such   as   those   in   ‘Let   Us   Sing   Correctly’   and   other  
pedagogical  works  which  comprise  Kodály’s  ‘Choral  Method’. The Choral Method is 
a progressive approach to sight-reading, beginning with simple rhythmic patterns and 
pentatonic melodies, and gradually progressing to art music. The Kodály Concept of 
Music Education promotes a system of active music making and experience based 
learning.  This means that choristers can be trained in literacy and other musical 
rudiments during the choral rehearsal, without the rehearsals becoming disjointed, as 
the learning is done through the music, as opposed to being a separate entity. Thus, 
the preparation of repertoire does not have to be sacrificed in order to teach musical 
literacy.  Rehearsal techniques based on the Kodály Concept of Music Education may 
be particularly attractive to adult amateur choirs and for those wishing to improve 
their musical literacy and aural skills, in addition to vocal technique, as the choristers 
do not need to invest in any particular equipment or to increase their time 
commitment. 
  
In order to accurately assess the success of the application of rehearsal techniques 
based on the Kodály Concept of Music Education, quantitative and qualitative 
assessment procedures were used with members of an adult amateur choir.  These 
tests were conducted in two stages, once at the very beginning, prior to the first 
rehearsal, and then at the end of the term of work.  The quantitative assessments 
aimed to measure   the   singers’   musical   skills   whilst   the   qualitative   methods of 
assessment were designed to investigate  the  singers’  previous  musical  experience,  age  
and their areas of difficulty with regard to choral singing and related skills, pertaining 
to vocal technique and aural skills.  
I was introduced to the Kodály Concept of Music Education during my undergraduate 
studies in Music Education, and subsequently participated in various training courses, 
in addition to serving as a committee member of the Kodály Society of Ireland.  When 
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I began teaching, I felt that the curriculum focused more on learning about music than 
actually understanding and making music.  By employing the Kodály Concept of 
Music Education in the classroom, I felt that the students could actively participate in 
learning, understanding and internalising every new musical phenomenon, as opposed 
to  merely  being  able  to  write  down  ‘crotchet  equals  one  beat,  quaver  equals  a  half and 
beat’,  without  ever  being  able  to  accurately  perform  or  improvise  a  rhythmic  pattern  
using these values.  In my opinion, teaching methods based on the Kodály Concept of 
Music Education are also very well suited to teaching children with special needs, or 
mixed ability classes, as the activities vary, so that children with reading difficulties 
can excel at motor-based activities, whilst the students with previous musical 
experience can progress to more complex activities at their own pace.  With regard to 
adult education, I feel that teaching methods based on the Kodály Concept of Music 
Education are severely under-utilised.  Many adults feel that they have left it too late 
to begin a new skill, such as reading music, and may feel self-conscious about joining 
a choir or singing on their own in front of others.  However, the Kodály Concept of 
Music Education could easily be adapted for adult amateur community choirs, 
catering for all levels of ability, and improving existing skills.  There is no great 
financial outlay required, and the singers can progress at their own rate.  Sceptics 
often criticise the method as being merely for children, and for teaching exclusively 
tonal and relatively simple music.  However, the method can be applied to simplify 
complex rhythmic patterns and I frequently use it when preparing and sight-singing 
atonal music, as an aid to intonation and to clarify difficult passages. I believe that 
choirs – regardless  of  the  individual  singers’  levels  of  experience  - can achieve greater 
success if the repertoire is carefully prepared, using sol-fa and rhythmic names where 
required.  I also believe that using teaching methods and rehearsal techniques which 
are based on the Kodály Concept of Music Education would give more people the 
opportunity to participate in and develop a love of choral singing. “Powerful sources 
of spiritual enrichment spring from music.  We must spare no effort to have them 
opened for as many people as possible.” (Kodály, 1964/1974:120)  
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CHAPTER ONE:  
Choral Rehearsal Techniques and Adult Music Education 
This chapter first addresses the fundamental aims of the choral rehearsal, particularly 
in relation to adult amateur choirs, including the possible motivational factors which 
contribute to adult amateur singers’  choral  participation  and  the  impact  these  factors  
may have on the rehearsal techniques employed. The issues arising in choral 
rehearsals with adult amateur choirs are also discussed, such as musical literacy 
versus rote learning in terms of learning new repertoire.  Musical literacy is explored, 
specifically in relation to adult education and the cognitive processes of perception 
and memory in developing musical literacy.  The Kodály Concept of Education is 
subsequently introduced as a possible solution towards developing levels of musical 
literacy amongst adult amateur singers, and correlations are drawn between the 
Kodály Concept of Music Education and cognitive functions of perception and 
memory in the development of musical literacy skills.         
1.1: The Choral Rehearsal   
1.1.1: The Aims of the Choral Rehearsal: 
Choral singing - particularly in the case of adult amateur choirs - may be the only 
musical activity in which the singers have had the opportunity to participate, and may 
be the most formal musical education which they receive or can access.  Conversely, 
singers in adult amateur choirs may be keen amateur musicians, with a wealth of 
choral singing experience and excellent aural skills, for example.  The choral 
rehearsal can thus be viewed as a good example of mixed-level teaching and learning, 
with a wide spectrum of experience levels and vocal technique which must be taken 
into account when devising vocal exercises and planning the sequencing of rehearsing 
repertoire.  Thus, it is important to incorporate pedagogical strategies to help to 
develop   each   singer’s   vocal   technique, simultaneously improving their aural and 
musical literacy skills whilst preparing repertoire. To develop the choir as an 
instrument, the singers must be encouraged to produce a healthy sound, whilst being 
mindful of blend and the accuracy of their singing, with regard to pitch and rhythm at 
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the most basic level, and ultimately incorporating aspects such as dynamic sensitivity, 
good phrasing and proper enunciation of the text.   
Each choir and each singer can have different aims and objectives regarding their 
participation in a choir.  Their participation may be relatively casual – for instance, a 
church or community choir may be primarily viewed by the singers as a social outlet, 
thus their motivation for improving skills such as sight-reading may not be a priority 
for these singers.  Others may view their choral participation as fulfilling a specific 
function – for example, providing choral music for a weekly church service – and this 
may be their only active participation in music for the week.  Still more choristers 
may not appreciate spending time on technical vocal work, preferring to spend time 
singing repertoire which they enjoy, and others may feel that there is little point in 
trying to learn to read music – particularly if their only choral experiences have been 
in choirs which learn by rote.  On the other hand, amateur adult choirs can be 
comprised of highly ambitious individuals, who are determined to create the best 
possible sound, and to learn as much as possible in order to improve their vocal 
technique and sight-reading levels, so as to benefit the overall choral sound and the 
rate at which they can assimilate new repertoire. Jaakko Mäntyjärvi has spoken about 
these issues, whilst discussing the challenges facing composers in writing for choirs: 
“‘the best   is   that   choral   singers   are  mostly   amateur’,   bringing   a   better   attitude   and  
extra enthusiasm to music making; 'The worst is that choral singers are mostly 
amateur", with extremely variable technical levels of accomplishment and 
capability.’”    (Mullenger,  2002) 
 
It is also important to consider the motivation levels of the individual singers, which 
in adult amateur choirs may be regarded as distinct from school and university choirs 
or semi-professional/professional ensembles. The conductor James Jordan cautioned 
that each choir is different, comprising different personalities, levels of experience 
and levels of motivation, thus conductors may have to adapt their rehearsal techniques 
for  each  choir  with  which   they   rehearse.     “The rehearsal techniques and approaches 
used in previous rehearsals may not work in the same way with a new group of 
people.  An awareness that people are different and choirs are different is an 
important aspect toward  the  craft  of  the  rehearsal”. (Jordan, 2007:21)  
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Participation in the school or university choir - even when participation in the choir 
does not form part of the Music curriculum and attendance is not obligatory - 
occupies a different sphere, in that the singers are more than likely already on the 
premises before the rehearsal, the environment is familiar to them, they may already 
be acquainted with other choristers and attending rehearsals is probably relatively 
easily   managed – the rehearsal may be timetabled for during the school/university 
day, or immediately before or after classes, for example.  Singers in semi-professional 
or professional choirs may have the added motivation of financial gain, and for semi-
professional or professional musicians, this level of choral singing could be beneficial 
for their professional development, in terms of exploring repertoire and developing 
their ensemble skills.  The average adult amateur chorister, however, may have to face 
a long commute to arrive at rehearsals, without the extrinsic motivation of financial 
gain.  The amateur singer may have a career which is not directly related to music, 
thus their participation in the choir is unlikely to provide them with any immediate 
material rewards.  Thus, it is of the utmost importance that adult amateur singers in 
particular are constantly motivated and encouraged.  Singers should feel that they are 
progressing in terms of their individual levels of vocal technique, that the choir is 
constantly improving, and that each individual is making a valued contribution to the 
group, in order for them to maintain levels of motivation to regularly attend 
rehearsals.  In 1961, Cyril Houle identified three types of motivational patterns found 
among  adult   learners:   those  who  are  ‘goal-oriented’,  and  seek  education  for  specific  
ends, such as taking a language class prior to travelling to another country; those who 
are   ‘activity-oriented’,   and   may   participate   in   activities   for   reasons   which are not 
primarily associated with the activity in question, such as joining a choir to meet 
people,  as  opposed  to  joining  a  choir  to  do  more  singing;;  and  those  who  are  ‘learning-
oriented’  and  tend  to  seek  knowledge  for  its  own  sake.    However,  it  is  accepted that 
that adults are not confined to responding to only one motivational pattern, and thus 
may display multiple orientations to learning (Roulston, 2010).  
1.1.2: The Issues Arising in Choral Rehearsals: 
 
Whilst the choral rehearsal can be a vehicle for the teaching of musical literacy, aural 
skills and a healthy vocal technique, many choral conductors are faced with the 
challenges of presenting regular concerts and thus need to balance pedagogical aims 
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with preparation of repertoire.  It is important for the singers to feel a sense of 
achievement and progress, whilst also providing them with a challenge, to help them 
to develop as individuals and as a choir.  Choral conductors may be faced with the 
dilemma of whether to prioritise teaching the singers to sing correctly, or teaching 
them to correctly perform the repertoire. This problem is perhaps not as prominent 
amongst conductors of instrumental ensembles, as even the amateur instrumentalists 
generally have had the benefit of formal music education, often both in musical theory 
classes   in  addition   to   their   instrumental   lessons.  The   instrumentalist’s  capabilities   in  
terms of performance and musical literacy are often of a similar level, in that the 
quality of their instrumental performance can develop parallel to their sight-reading 
abilities and understanding of musical rudiments.  With amateur singers, however, a 
person can have a wealth of theoretical knowledge; yet have difficulty producing a 
good sound, whereas another singer may have a very good vocal quality without 
being able to read music. Furthermore, it is important to note that sight-singing and 
sight-reading (using an instrument) require different skills – when sight-singing, in 
addition to de-coding the notation, and accurately performing the rhythmic pattern, 
the singer must have an internal concept of how to produce the sound, as unlike many 
other instruments, such as piano, for example, the sound can be accurately produced 
without the performer necessarily being able to inner hear the pitch in advance.  
“Successful music reading on an instrument does not necessarily require internal 
representations of pitch as sight-singing does and fluency in one is neither necessary 
nor sufficient for fluency in the other.” (Gudmundsdottir, 2010: 332) 
Many amateur choirs learn by rote, imitating the conductor and memorising their part, 
and are not taught to equate the sound produced with the visual representation of the 
score.  Whilst rote-learning can be very effective, it does not necessarily help the 
singer to progress, as he or she remains completely dependent on the conductor.  The 
process can also be relatively slow, and can be confusing once the choir is singing in 
different parts, particularly when those parts are not homo-rhythmic. The problem is 
further compounded as it can be difficult for singers to remember their part from 
rehearsal to rehearsal. Plus, if an individual singer is absent from a rehearsal, they 
have no means of catching up independently – they must either try to assimilate their 
particular part by listening to others during the next rehearsal, or the conductor must 
repeat the material in order to cater for those who were absent.  This may have 
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negative effects on motivation – singers who faithfully attend every rehearsal may 
begin to feel frustrated by the constant repetition of the same material, but at the same 
time, the repertoire must be taught to all singes, thus necessitating this repetition.   
In addition to preparing the most fundamental aspects of the repertoire - singing the 
correct pitches and rhythmic patterns - the conductor must also consider the 
enunciation of text, the colour and  balance of the ensemble, the style of the repertoire 
and how it should be interpreted in terms of dynamic contrasts, focal points, the vocal 
style required etc. “The   taxonomy   of   choral   craft   centres   on   a   handful   of   key  
categories: vocal production (posture, breathing, placement); diction (vowel shape, 
enunciation of consonants, accent); choral ensemble (blend, intonation, precision); 
interpretation (style, dynamics, articulation); and performance (visual presentation; 
stage decorum).”  (Garnett,  2005:253)  Thus, one of the major challenges of the choral 
rehearsal is developing a rehearsal technique which will simultaneously aid the choral 
conductor to comprehensively prepare the repertoire to a performance standard within 
a given time period, whilst also helping the singers to develop their musical literacy 
skills and individual vocal technique. 
1.2: Adult Amateur Choirs and Adult Music Education: 
1.2.1 Musical Literacy and Adult Education 
 
Musical literacy can often be perceived as a skill that one should acquire at an early 
age, and even today, despite research which supports life-long education and learning, 
many adults seem to be under the impression that it is too late for them to learn to 
read music or to begin performing. Whilst early musical education is undoubtedly 
preferable, imposing age limitations on learning and skill acquisition can now be 
regarded as a rather old-fashioned and discriminatory opinion. Whilst it can easily be 
argued that, in order to succeed as a professional musician, it is essential that training 
begins in early childhood, a view championed by Manturzewska (1993) and Pitts, 
who  stated  that  “for those with ambitions for a classical performing career, childhood 
is crucial for acquiring the skills, discipline and determination to succeed.”(Pitts,  
2009:242)  
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Even Kodály himself shared this view, to   a   certain   extent,   remarking   that   “Basic 
training missed in youth cannot be made up for later on.  Happy is he who is young 
and has not missed anything yet; but time flies swiftly, and he who has not learned to 
read and write fluently by the age of fourteen, can learn to do so later only with great 
difficulty, if at all.”   (Kodály, 1974:198) This stance may now be regarded as 
somewhat irrelevant, as there is little research to support the premise that anyone over 
the age of fourteen will struggle to learn how to read and write.  This opinion also 
does not take into account musicians who may have excellent aural and performance 
skills – such as, for example, a folk musician, who has learned to play an instrument 
such as the violin with perfect intonation, and can easily reproduce a melody after 
hearing it once or twice, but this musician may not yet have the skills to recognise a 
visual representation of that melody.  Yet, with the advanced aural skills that this 
musician possesses, achieving a good standard of musical literacy may not be a great 
challenge, regardless of their age.   An advocate of early music education, Kodály 
also  maintained  that  “The  sooner  a  child  is  introduced  to  the  principles  of  such  rhythm  
and melody exercises, the more securely he will retain them in his memory.  This is 
why it is so important to start musical   instruction   at   as   early   an   age   as   possible.”  
(Szyőnyi, 1973:30) However, whilst childhood may be crucial for developing the 
necessary skills to pursue a successful career as a musician, qualities such as 
discipline and determination do not necessarily correlate with age.  An older beginner 
should not be regarded as having less potential merely due to the fact that he or she 
did not have the opportunity to engage in formal musical education as a child.  The 
increased discipline and determination of an older beginner may compensate for their 
lack of early music education, and they may well have the capacity to reach a 
professional standard.  For those who simply wish to participate in music making as a 
means of enriching their cultural involvement, there should certainly be no age 
barriers imposed, and every effort should be made to encourage these amateur 
musicians to continue engaging with active music making. 
  
Despite his belief that older beginners would be resigned to struggling in terms of 
musical literacy due to their lack of early music education, Zoltán Kodály also 
advocated  always  attempting  to  improve  musical  literacy  in  choirs,  whether  children’s  
choirs   or   workers’   choirs.      He   explained   that   the   inability   to   sight-read greatly 
hindered   a   choir’s   progress,   and   furthermore   expressed   disbelief   that   adults were 
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willing to continue in such a manner, without desiring to gain independence from the 
conductor and from relying solely on learning by rote: “I  was  always  amazed  at  how  
an intelligent adult was willing without the slightest protest to let himself be treated 
like a parrot. A choir which has even half an idea of reading will in a given period of 
time learn ten times as many works and its perspectives will become ten times as 
broad   as   one   which   repeats   like   a   parrot   by   ear.”   (Kodály,   1974:158)   The 
development of music literacy is commonly regarded as an important objective for 
choral singers and their conductors, as it is considerably more efficient when singers 
have a certain level of independence - apart being able to learn repertoire more 
quickly during the rehearsal, an ability to equate the sound with the visual 
representation of the score means that singers have the capacity to practice 
autonomously  between  rehearsals,  and  the  risk  of  singers  ‘forgetting’  their  parts  from  
rehearsal to rehearsal is greatly reduced.  An ability to read music fluently is regarded 
as of the utmost importance for many choral conductors, to the extent that levels of 
literacy can be considered just as pertinent as vocal quality when auditioning singers 
for a choir, and in some cases, those with an ability to sight-read are chosen before 
those with superior vocal quality, but who have not yet developed the skills to read 
competently.  “I  do  not  mean  that  a  person  without  a  voice  at  all  should  be  admitted;;  
but I always prefer singers with good average voices, who can read fairly well, to 
singers   with   really   good   voices   who   cannot   read,   or   can   only   read   indifferently.”  
(Coward, 1900:381)  The success of a choir may also be linked to the level of literacy 
amongst the singers, as when singers enjoy a high level of musical literacy, less time 
is spent learning the mechanical details of the repertoire, and more time can be 
allocated to developing the sound quality of the groups, and working on details such 
as phrasing, articulation and enunciation of text.  Thus, regardless of the age profile or 
previous musical experiences of any given choir, it is always worthwhile to attempt to 
improve the standard of music literacy amongst the individual singers.   
 
From a psychological perspective, adult learners may require more emotional support 
than younger learners - for example, research conducted amongst adults beginning to 
learn to play musical instruments observed that many of the adult beginners possessed 
a pre-conceived notion that it would be more difficult for them to learn to play than if 
they were young learners (Pitts, 2009) due to the age-related decline in motor and 
cognitive functions. However, older learners may compensate for these disadvantages 
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due to their maturity, which may be manifested in terms of motivation, bringing 
higher levels of self-discipline, a greater commitment to regular practice and a sense 
of responsibility for their own learning and progress (Cope, 2005).  Zsusanna Kontra 
also remarked on the difference between training children and adults with regard to 
intonation, but ultimately, she implies that although it may be challenging for adults, 
it is still possible to train adults to sing with correct intonation – “As  a  solfege  teacher  
and choir conductor I have   become  more   and  more   interested   in  Kodály’s   two-part 
choir exercises. For teaching solfege to adults at the Zoltán Kodály Pedagogical 
Institute of Music, I have used this volume with great benefit, since developing 
correct intonation in adults is more difficult   than   with   children.”   (Kontra,   1995:1)  
Thus, whilst it is undoubtedly preferable to introduce musical education as early as 
possible, adults still have the potential to learn and to improve their individual levels 
of musical skills, such as reading and singing with accurate intonation.  The 
challenges that adult learners may face - with regard to intonation, for example – is 
often somewhat compensated for, due to their increased commitment and 
concentration levels. After teaching singing to inexperienced adults Nicholas Bannan 
concluded that even at advanced ages, students can make remarkable progress 
(Bannan, 2000).  Therefore, as teachers and conductors, it is our responsibility to 
encourage and to motivate adult amateur singers to improve their levels of musical 
literacy, which will not only result in more efficient rehearsals, but which will 
develop  each  individual  singer’s  skills,  from  aural  awareness  and  maintaining  correct  
intonation to preparing and accurately performing new repertoire in a considerably 
shorter time period.  One of the main obstacles facing adult learners is the 
preconception that it will be difficult for them to learn, solely due to their age and 
therefore the age-related decline in cognitive and motor faculties but, with the 
appropriate materials and pedagogical tools and a well structured, graded sequence of 
training  exercises,   such  as  Kodály’s  Choral  Method,   it   is  possible   for  adult  amateur  
singers to make considerable progress. 
 
1.2.2: Considerations for Developing Efficient Rehearsal Techniques for Adult 
Amateur Choirs: 
 
An efficient rehearsal technique for adult amateur choirs should aim to incorporate the 
improvement of individual and ensemble vocal technique and develop the musical 
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literacy and aural skills of the singers, whilst also preparing the repertoire. “One  of  the  
most important aspects of planning a masterful and artistic rehearsal is for the 
conductor/teacher to have a broad pedagogical overview of what is most important in 
any choral rehearsal.  This becomes the over-riding framework within which various 
rehearsal  techniques  can  be  employed”.  (Jordan,  2007:208) The repertoire should be 
challenging but achievable. Each piece can be broken down to isolate new material 
and teach it so that it is experienced and understood by the singers so that in future, 
when they see the symbol, they can comprehend and accurately perform the sound. 
The skills the singers learn – such as performing a harmonic progression with perfect 
intonation, or accurately performing a complex rhythmic figure - should be 
transferrable, so that once they have had the opportunity to frequently practice a new 
musical phenomenon in different guises; they can build on it, and gradually progress 
to increasingly challenging phenomena in more complex music.   
 
This approach to teaching and learning can also be supported from a cognitive 
perspective. Teaching new concepts by breaking down complex patterns, gradually 
introducing new musical phenomena, ensuring that the sound has been internalised, 
and then labelled so that the singers have a conscious awareness of what it is they are 
performing corresponds to the information-processing model of perception and 
memory. This is based on the premise that attention and memory in humans operates 
in the same way in which a computer operates – receiving, organising and storing 
information, which can then be retrieved and restructured – but, crucially, both 
humans and computers have limited capacities with regard to input, storage and recall 
(Butler, 1992).   The concept of information-processing as a cognitive process can be 
applied to how we teach and learn music, which would concur with the Kodály 
Concept  of  Music  Education,   and  also  with   James   Jordan’s   recommended   rehearsal  
strategies. “Content,  both  musical and otherwise, is best learned when separated into 
distinct elements that are taught a layer at a time.  It is also generally agreed that 
movement from one level to another should not occur until the learning has been 
demonstrated,   beyond   any   doubt”.   (Jordan, 2007:53)  Research regarding musical 
perception and memory in relation to information processing has indicated that 
information processing is dependent on our familiarity with the information.  
Information processing is also affected by the tasks which we are required to perform 
with regard to the stored information, and the level of complexity of the stored 
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material, which also corresponds to our familiarity with the material and how it was 
taught   and   subsequently   stored.   “The   ultimate   result   of   our ability to perceive, 
remember, conceptualize, and act on musical information is the formation of internal 
frameworks, or schemata, for representing and reproducing more complex musical 
knowledge.”  (Dowling  and  Harwood,  1986:4)    Thus,  the  target  information - whether 
it be a new rhythmic pattern, melodic figure or harmonic progression – should be 
carefully taught until such time as all the singers are confident with the material, so 
that   the   information   is   properly   ‘stored’,  making   it   easier   for   the   singers to retrieve 
that information the next time they encounter that musical phenomenon, and also 
aiding the singers to develop their proficiency with more complex material. 
    
The most effective rehearsal techniques must therefore correspond to the above 
maxims, building gradually on previous knowledge in order to develop new skills.  
Taking into consideration the physical limitations which we have, according to 
research on the information processing model of perception and memory, music is 
particularly complex, as an accurate performance depends on the simultaneous 
production of a plethora of elements, from pitch and rhythm to phrasing and timbre.  
Thus, in order to for singers to store and then accurately retrieve this information, 
each internal frame-work must be secure and familiar to them, before more 
information is added.  This has implications for the choral rehearsal, as it suggests that 
conductors must try to avoid introducing too much material simultaneously, 
particularly in the initial stages, to ensure that the basic elements have been fully 
understood, processed and consequently can be easily recalled and developed. In 
relation to the choral rehearsal, this may result in teaching inexperienced singers to 
perform the rhythm before adding pitches, or, with more experienced singers, asking 
them to sing without text during the initial readings, in order for them to internalise 
and store the rhythmic and melodic elements.  James Jordan recommends this process, 
explaining that: “Rehearsals   that   are   structured in layers, where a piece of music is 
constructed by exposing a single layer of the music at a time, is an approach that 
yields  the  most  results.”  (Jordan,  2007:53)    The  importance  of  the  rehearsal  cannot  be  
underestimated, and it appears to be even more important in relation to choral 
conducting than orchestral conducting, a fact which is reflected in choral conducting 
literature. Garnett (2005) observed that in the majority of texts regarding choral 
conducting, there tends to be considerably less information regarding beat patterns 
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and the technical elements of physical gesture in comparison to the wealth of 
information  provided  on  rehearsal  techniques  and  strategies  for  improving  the  singers’  
accuracy and sound quality. James Jordan also remarked that the most successful 
conductors – and specifically choral conductors - tend to employ a definite teaching 
strategy in their rehearsals in order to achieve the best results.  He observed that 
“dogged  adherence  to  a  set  of  pedagogical  principles  achieves  long-term and dramatic 
vocal   growth.”   (Jordan,   2007:76)  Thus, rehearsal techniques based on the Kodály 
Concept of Music Education, which promotes a progressive, systematic approach to 
learning and internalising discrete musical elements, through experience based 
learning, and gradually building on these simpler elements in order to progress to 
increasingly complex music, could prove to be a very appropriate and successful 
method of teaching and learning, developing the choral sound and the vocal technical 
capacities of the individual singers, whilst complying with the information processing 
model of perception and memory in order to develop skills such as musical literacy. 
 
1.3 How Methodologies Associated with the Kodály Concept of Music Education 
can be Adapted for Use in Rehearsals with an Adult Amateur Choir:   
 
1.3.1 Towards Developing an Understanding of the Kodály Concept of Music 
Education: 
Zoltán Kodály was born in Kecskemét, Hungary, in 1882.  He worked tirelessly as a 
collector of his native Hungarian folk music, and was also a prolific composer, 
although he often put his own creative work second in favour of his work in the field 
of music education. He devoted much of his life to developing a system of music 
education in Hungary, as he believed in building musicians from the bottom up, as 
opposed to solely catering for already accomplished performers.  Due to Kodály’s  
love of his native folk music, he not only worked to preserve the tradition by 
collecting folk music which may otherwise have been lost, but also incorporated the 
indigenous folk music into his teaching, so that children would be introduced to 
Hungarian folk music at a young age and thus keep the tradition alive for future 
generations.  Disillusioned by the structure of musical life in Budapest, and the low 
esteem in which his native Hungarian folk music was held amongst its people, Kodály 
devoted himself to laying the foundations of a new system of musical education in 
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Hungary, which would result in a new musical culture with the indigenous ancient 
folk tunes at its crux, as opposed to imitations of Western music (Foldes, 1958).   
The high esteem in which Kodály was held in Hungary is clearly demonstrated by the 
writings of his contemporaries – with regard to his work as a teacher of composition, 
he   was   described   as   “A   kind   and   uniquely   selfless   man,   Kodály   has   dedicated   a  
considerable portion of his life to hand-raise, so to speak, an entire generation of 
young  Hungarian  composers.”  (Foldes,  1958:10)      He  taught  composition  at  the  Franz  
Liszt Music Academy of Budapest for over fifty years, continuing to teach even in his 
seventies. His life-work   thus   “rested   on   three   conceptual   pillars:   research   into  
traditions of national and folk culture, the primary role of melody formation and the 
mission  of  educating  society  and   the  nation.”   (Berlasz,  2005:308) Kodály combined 
composition, teaching and writings, especially in relation to his pedagogical 
compositions which are based on Hungarian folk music. In addition to teaching 
composition, music theory and solfege, he also lectured on ethnomusicology, even 
after his official retirement.  From 1952 until 1957, Kodály led the training 
programme for musicologists at the newly established department of musicology at 
the Budapest Music Academy, in addition to being the head of the Folk Music 
Research Group of the Hungarian Academy of Sciences, a position he held until his 
death (Ittzés, 2004).   
Kodály was revered in Hungary for his teaching, composition and above all, his 
tireless promotion of Hungarian folk music and culture, which was driven by his deep 
love of his native folk music. A contemporary commentary confirms the extent to 
which  Kodály  was  appreciated:  “Every  great  artist   is   the  herald  of  his  people   to   the  
rest of the world and the herald of the world among his own people.  The composer 
whose eightieth birthday Hungary now celebrates is the master and model of his 
people, not only because he has presented the nation with great and lasting 
masterpieces, because he has revealed its ancient traditions  and  acted  as  the  people’s  
guide instructor in higher education, but also because he discovered for them a 
peculiar   aspect   of   the   world’s   civilization   and   presented   them   with   a   novel,  
comprehensive  concept  of  the  life  of  humanity.”  (Szabolesi,  1962:4)  
Today, teaching methods based on the Kodály Concept of Music Education are used 
throughout the world, and certain aspects of the pedagogical methodologies 
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associated with the Kodály Concept of Music Education have been incorporated into 
the teaching and rehearsal techniques of many educators and conductors, who 
although may not officially subscribe to Kodály’s   philosophies   and   who   have   not  
undertaken any training with regard to teaching according to these pedagogical 
philosophies, have certainly been influenced by the basic principles, such as 
introducing learners to sound before sight, and using solfege with moveable do to 
teach musical literacy.  There are currently fifteen national Kodály organisations 
throughout the world, including organisations in Japan, China, Australia, Korea, 
Brazil, Canada, the United States of America, and various countries in Europe, such 
as France, Greece, Ireland and Britain.2  There have also been various publications 
which demonstrate how the Kodály concept of singing indigenous folk music to teach 
musical rudiments progressively can be adapted for other countries and folk cultures, 
such   as   Albert   Bradshaw’s   collection   of   Irish   folk   music,   and   Rosa  Maria   Torres’  
collection of Portuguese folk music.  In the current academic year (2011-2012), the 
Kodály Institute in Kecskemét has forty-five students from eighteen countries 
enrolled, whilst the bi-annual summer course continues to attract students from all 
over the world, including South America and Asia.     
 
The basic principles on which Kodály based his educational philosophies are drawn 
from many sources.  Kodály greatly admired the English system of relative 
solomisation,  which  itself  was  adapted  from  Guido  of  Arezzo’s3 system of notation by 
Curwen, who also added hand-signs to further reinforce the intervals.  Using hand 
signs to show represent intervals and intervallic patterns aids students by providing 
visual and kinaesthetic stimuli, plus, hand-signs can also be used to develop inner-
hearing  skills.    Curwen’s  method,  as  championed by Kodály, was developed by Jenő  
                                                 
2 www.iks.hu 
3 ‘As  we  consider  relative  sol-fa (moveable doh) to be one of the fundamental bases of the Kodály 
method, the work of the eleventh century monk, Guido of Arezzo should be mentioned first.  Six of 
these sol-fa syllables first appeared in a Latin hymn and are found at the opening of each line. The 
syllable UT was eventually replaced by doh in the seventeenth century and SI was introduced for the 
7th degree by the end of the seventeenth century.  Instead of SOL we use SOH, so that each sol-fa 
syllable now ends with a vowel.  SI was transformed into TE in order to eliminate identical consonants 
for the initial letters of the 5th and 7th degrees; as initial letters are nearly always used there can be no 
confusion  between  ‘s’  (SOH)  and  ‘t’ (TE). (Szőnyi, 1973:18)  
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Ádáms for use in a Hungarian context.4  In addition to utilising a method first 
established in the Middle Ages, namely the sol-fa syllables immortalised by Guido of 
Arezzo, which was further developed in England by Curwen, the Kodály concept also 
advocates the incorporation of other systems of music education, such as the 
kinaesthetic experiences associated with the Dalcroze system.  Activities such as 
walking   to   the   pulse   and   children’s   games   merging   sound   and   movement   are  
synonymous with the Dalcroze method.5   
Hungarian folk music is largely pentatonic in tonality, plus Kodály believed in 
avoiding semitones in the initial stages, until the beginner could master increasingly 
complex pentatonic melodies – thus,   the   ‘333   Reading   Exercises’   are   exclusively 
pentatonic,   and   he   subsequently   published   a   further   four   ‘Pentatonic  Music’   books.    
This pentatonic approach to the initial stages of music education can also be 
compared to the Orff method of music education -   “It is of interest that Orff suggests 
the use of the pentatonic  in early stages  for the reasons a) that it breaks away from 
the German tradition of the well-known tonic-dominant system and allows a fresher 
and freer approach in the early stages of improvisation, and b) because the absence of 
semitones and dissonant intervals allows a number of players to improvise 
simultaneously without the arbitrary selection of sounds causing unpleasant 
combinations.” (Winters,  1970:19)  Thus,  the  ‘333  Reading  Exercises’,  in  addition  to  
being used to train sight-reading, also provide a wealth of material for improvisation.  
Due to the absence of the tritone in the pentatonic scale, there is no tonic-dominant 
attraction to influence and predetermine harmonic motion or melodic patterns.  This 
means that the   exercises   from   Kodály’s   ‘333   Reading   Exercises’   may   also   be  
performed as canons at various intervals, for example, or as more complex two part 
                                                 
4 ‘The  Hungarian  system  of  musical  instruction  today  is  based  on  several  different  ideas.    In  Jenő  
Ádám’s  book  entitled  ‘Systematic  Singing  Instruction  on  the  Basis  of  Relative  Sol-fa’,  information  on 
his sources in planning a systematic method of school-singing instruction can be found.  This method, 
which uses sol-fa syllables to avoid the stave system in the teaching of beginners, was originally the 
idea of John Spencer Curwen (1816 – 1880)…Amateur  choral  societies  suddenly become score-
readers; sol-fa signs printed under the traditional notation facilitated enormously a hitherto complex 
maze of tonalities.  In order to simplify score-reading even further, Curwen introduced a system of 
hand-signs; in this way choristers’  accuracy  of  pitch  recognition  became  more  precise’.  (Szonyi,  
1973:20) 
 
5 ‘Eurhythmics,  or  musical  training  through  rhythmic  movement,  was  developed  by  Emile  Jacques-
Dalcroze of the Geneva Conservatoire, and elements of this are incorporated into the Hungarian 
method’.  (Szonyi,  1973:24) 
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reading exercises, with one group reading the exercise backwards, which is 
particularly useful for mixed-level teaching, as this type of exercise can provide a new 
challenge for stronger students, whilst students who need more opportunities to 
perfect the exercise can continue repeating it until it is secure.  
 
Perhaps the most important tenet of the Kodály Concept of Music Education is the 
insistence of sound before sight, that the learner must first experience the new musical 
phenomenon, understand the phenomenon on an aural and on a kinaesthetic level, and 
only  then  be  ‘taught’  the  theory  behind  the  sound.    Comparisons may thus be drawn 
between Kodály’s   philosophies   and   those   of   Rousseau   and   Pestalozzi (Benedict, 
2009), as Rousseau believed that the experience should always precede the symbol, 
whilst Pestalozzi advocated perfecting the simple before progressing to the complex.6 
The Kodály Concept of introducing the sound, and only afterwards explaining the 
phenomenon, means that the knowledge is known both on a practical and a theoretical 
level.  Thus, the students may have already performed a rhythmic pattern – for 
example, a dotted crotchet-quaver pattern, in a folk song.  Afterwards, they can 
identify the new rhythmic pattern, practice it in isolation and in context, and thus 
understand the theory behind the dotted rhythm pattern, as opposed to simply learning 
that a dotted crotchet is equal to one and a half beats, without performing the pattern 
in context and truly understanding the sound and how to accurately produce the 
sound. In addition to supporting the information processing model of perception and 
memory (Dowling and Harwood, 1986) - as  the  learner  can  ‘store’  the  information  in  
stages, and retrieve not only a sound memory, but also kinaesthetic and theoretical 
information - in philosophical terms, this approach also corresponds to the concept of 
theory equivalent and theory-inequivalent learning (DeBellis, 1995) as in addition to 
                                                 
6
“Rousseau wrote rather extensively on how one should educate  one’s   child  musically…First train your young 
musician in the making of regular phrases with well marked cadences; next get him to connect these phrases by a 
very simple modulation and then to indicate their different relations by a correct punctuation, through a fit choice 
of cadences and rests. Above all, avoid fantastic tunes and anything with pathos or forced expression. What is 
wanted in every case is a simple tuneful melody with the bass so clearly marked that he can feel and accompany it 
without difficulty. This means that for the training of voice and ear the child should always sing with the 
harpsichord. 
“Pestalozzi, whose own writings were also influenced by those of Rousseau, articulated his  ‘laws  of  teaching’    in  
such a way that one also is able to consider the direct correlation between his views and those of Orff and Kodály: 
•  Arrange all objects in the world according to their likeness. 
•  Strengthen the impressions of important objects by allowing them to affect you through different senses. 
•  In every subject try to arrange graduated steps of knowledge, in which every new idea 
shall be only a small, almost imperceptible addition to that earlier knowledge which 
has been deeply impressed  and  made  unforgettable.”  (Benedict,  2009:202)  
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knowing how to do something – in this example, to accurately perform a rhythmic 
pattern - the Kodály Concept of Music Education also ensures that the learner 
understands the theory behind the rhythmic pattern, thus knowledge is both 
declarative  and  procedural.  “Declarative knowledge…is something to which one has 
conscious verbal access, whereas procedural knowledge is a matter of knowing how.” 
(DeBellis, 1995:44) Thus, experience-based learning, well presented and prepared, 
leads to a well-structured organic musical education for both children and adults, 
whereby first the new musical phenomenon is experienced and understood in an 
active, kinaesthetic format, such as singing a new interval, or performing a song 
containing a new rhythmic pattern, and only afterwards is the knowledge imparted 
verbally, thus creating both procedural and declarative knowledge.  This philosophy 
has been adopted by many other music educators and choral conductors, although 
they may not officially describe themselves as followers of the Kodály Concept.  
James  Jordan  explains  that,  in  his  opinion,  “The  general  rule  of  thumb  is  ‘Experience 
first and label immediately after the experience’. One should never embark on a 
vocal   concept   in   the   choral   rehearsal   by   explaining   first.”   (Jordan,   2005:32)   
Kodály’s  graded  exercises, such as   those   in   the  publication   ‘Let  Us  Sing  Correctly’  
allow for that process, as observed by Zsuzsanna Kontra, who wrote the companion 
book for these exercises: “Kodály’s   idea   regarding   the   correct   order   for   teaching  
musical knowledge was just the same: first we should provide the experience in sound 
by singing, and only then should its theoretical explanation follow, making the 
knowledge  conscious.”  (Kontra,  1995:8)     
 
This  technique  is  not  restricted  to  beginners,  as  John  D.  White,  in  his  ‘Guidelines  for  
College  Teaching  of  Music  Theory’ (1981), also advocated sound before sight as the 
initial phase of introducing new  concepts:  “To  be  thoroughly  mastered  every  musical  
and  theoretical  concept  must  be  comprehended  from  the  perspective  of  sound  itself.”  
(White, 1981:23)  Thus, the Kodály Concept of Music Education can be employed at 
every level of music education, from beginners of all ages through to third level 
students and beyond.  Through Kodály’s   published   pedagogical   materials   and   his  
writings, learners can follow a graded approach to learning music. His collection of 
graded pentatonic exercises is a veritable treasure, as each exercise, regardless of its 
simplicity, can be developed to challenge stronger students, creating opportunities for 
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teachers to impart both procedural and declarative knowledge, from the earliest stages 
of music theory through to complex music.   
Eugene Narmour, (Narmour, 1992) in his plea for the need to devise a worthwhile 
system of music education, basically described the methodologies which are 
synonymous  with  the  Kodály  Concept  of  Music  Education.    He  remarked  that  ‘simple  
music’   - nursery   rhymes,   for   example,   or   the   exercises   found   in   Kodály’s   333  
Reading Exercises, are relatively undemanding, as they are comprised of single 
structures, with relatively little variation, but that complex music requires greater 
cognitive skill, and thus he   recommended   that   “Instead   of   our   currently   haphazard  
way of teaching musical syntax, could we not devise music curricula for our public 
schools that would first build on simple melodic structures, then systematically 
incorporate each learned type into combinations, and then finally expand into the 
perception  of  longer  melodic  chains?”(Narmour,  1992:202n)    The  Kodály  Concept  of  
Music Education is based on this principle – students begin with simple folk music, 
and gradually progress to more complex patterns and musical phenomena. The 
‘Choral   Method’,   which   Kodály   devised   between   1941   and   1960,   is   designed   to  
accompany the learner through primary school, secondary school and beyond. The 
‘Choral   Method’   exercises   are   progressively   graded   in   terms   of   complexity, and 
provide learners with good quality material with which to practice each musical 
phenomenon as it is introduced.  Beginning with just two pitches and two rhythmic 
patterns, the learner is guided through to complex melodic and rhythmic studies. The 
learner can continue to practice exclusively pentatonic music with increasingly 
complex rhythmic patterns, with the four books of pentatonic music, before moving 
on to the two part and three part exercise books (the Bicinia and Tricinia, 
respectively) which include challenges such as chromatic alternations and necessitate 
‘moving’  do  during  some  exercises7.  
In addition to providing a well-sequenced approach to developing musical literacy, 
Kodály’s   exercises   are   attractive   to   learners,   in   comparison  with some  other   ‘sight-
reading’   books,   which   are   composed   from   an   exclusively   academic   perspective   as  
                                                 
7 When there are many chromatic alterations or modulations, it is often considered easier to temporarily 
designate another note as the tonal centre, so as to avoid using too many alterations. This is known as 
moving do. Therefore, if the music modulates from a tonic of C major to its dominant of G major, for 
example, instead of calling F# fi, it may be easier to refer to G as do for the duration of the modulation, 
making F# ti, the leading note of the ‘new’  tonic.            
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opposed also taking into consideration the enjoyment for both singers and listeners. 
‘Unlike  most  similar  studies,  the  pieces  have  a  musical  life  of  their  own, embodying 
vital rhythmic patterns, memorable tunes, subtle harmonies, lively counterpoint and a 
fascinating  range  of  character  and  scene  in  the  texts.”  (D.L.,  1964:198) 
 
1.3.2: Problems adapting the Kodály Concept for Adult Amateur Choirs: 
The Kodály Concept of Music Education is predominantly associated with young 
learners, and for teaching beginners the most basic rudiments of musical theory.  It is 
important to consider that due to Kodály’s   perseverance   and   pioneering   work   in  
highlighting the importance of early music education, Hungarian children begin their 
music education between the ages of three and six, at kindergarten.8 “We  have  seen  
children of five who knew over eighty grown-up folksongs; and there are innumerable 
adults who remain children as far as music is concerned; their comprehension does 
not extend beyond a pair of bars, particularly in countries where music is not 
developed  in  the  primary  school.”  (Kodály,  1974:48)    Thus, the level of musicianship 
amongst both children and adults in Hungary is not easily compared with other 
countries, whose children do not have the same opportunities.  We must also consider 
that these early music education programmes in Hungary have been operational for 
decades,   thus   today’s   older   generations   have   also benefitted from the Kodály 
Concept.  The positive impact this has borne on Hungarian musical life is evident, as 
due to their childhood introduction to the Kodály Concept, and by singing frequently, 
the standard of amateur musicians is  enviable.  “On the present Hungarian situation it 
may also be observed that the basic work of the schools has paid handsome dividends 
in  the  sphere  of  amateur  choral  singing,  where  the  standard  is  enviably  high.”  (Young,  
1962:37)  Today in Hungary, environments such as parent and toddler groups also 
                                                 
8 ‘The  structure  of  musical  education  in  Hungary  is  consistent  and  easily  surveyed.    All  nursery  schools  
in Hungary follow a uniform pattern and are attended by children of 3 - 6 years of age. They provide 
regular music occupation classes and singing games, but some of them supplement these with two extra 
periods weekly of 30 minutes, where children are taught ear and rhythm development, to sing clearly 
and accurately, and the general principles of rhythm and melody. Between the ages of 6 to 14, children 
attend a regular primary school of 8 classes.  In their first year, the receive two 30-minute singing 
classes weekly, and then in the remaining 7 classes, two 50-minute singing classes 
weekly…Consequently children from 6-14 years receive systematic music lessons in every school 
throughout the  country’.  (Szonyi,  1973:8) 
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display the success of the Kodály Concept – it was observed that the parents sing 
confidently, with perfect intonation and healthy vocal technique, and also sing 
Hungarian music easily, from memory.    
A common concern regarding the initial stages of a musical education programme 
based on the Kodály concept is that the exercises are targeted towards young children.  
The assumption is that the child will begin his or her musical education as early as 
possible, thus making the possibility of encountering an adult who has not been 
trained in basic musical rudiments very rare. Common concerns may include the 
pacing of the lesson – for example, adult learners may not understand why the initial 
repertoire is limited to just two or three notes, and may wish to progress immediately 
to more complex music.   However, Kodály believed that the materials provided for 
children would also be attractive to adults, if the exercises were adapted accordingly. 
“As  we  can  see,  childish  forms  are  not  restricted to the age of childhood.  Many adults 
are  satisfied  with  them,  particularly  in  their  active  music  making.”  (Kodály,  1974:47)  
Thus, it is important to have the flexibility and the patience to adapt the exercises for 
adults.  It is possible to use exactly the same materials with a four year old child, for 
example, as with a forty year old adult beginner.  To maintain motivation and to infer 
a sense of achievement – plus   taking   into   account   the   adult’s   superior   capacity   to  
concentrate and to practice independently – it may be necessary to move faster and to 
adapt some of the exercises.  However, kinaesthetic exercises which are used with 
children can also be very attractive to adults, and can serve to reinforce the material 
(for example, a new rhythmic pattern) in addition to providing a new motor-skill 
challenge, as the adult learner may not have the co-ordination to accurately perform 
the kinaesthetic exercise (such as tapping the pulse with one hand and tapping a 
rhythmic pattern with the other).  The complexity of the exercises may also be easily 
extended, even in the case of the very first exercise in the 333 Reading Exercises, 
which may not be challenging to read (consisting of crotchets, quavers and two 
pitches), but the adult could be asked to sing the melody whilst playing the melody in 
canon on piano, or to write down the exercise as a memory building exercise.   
Another problem associated with the Kodály Concept is the insistence on using 
moveable do, or relative solfa.  This may pose a problem in fixed do countries, 
particularly if children are being introduced to both methods simultaneously.  
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However, Kodály recommends that students who have previously used the fixed do 
system should begin  the  ‘333  Reading  Exercises’  at around number 215, so as to be 
immersed in the idea of moveable do.  The benefits of using moveable do include that 
instead of teaching notes in isolation, the interval and its context are learned, so that 
an interval – for example, a minor third is instantly recalled, and can be pitched 
accurately, regardless of its position and the possible complexities due to key 
signatures/modulations etc.  It means that d-m is always a major third, and l-d is 
always a minor third.  From a psychological point of view, the moveable do system 
helps the learner to consolidate intervallic relations, which, through transposition, can 
be applied to subsequent tonalities, whilst the properties and perceived qualities of 
each functional tone and interval are maintained.  From a cognitive perspective, this is 
related to the information processing model of perception and memory (Dowling and 
Harwood, 1986).  This can be easily demonstrated by the concepts of transposition 
and variation.  We can hear a melody performed in various keys, and even though the 
notes are different, the intervals remain the same, and thus we recognise the 
intervallic patterns as opposed to the individual notes.  When listening to a fugue, for 
example, we hear and recognise each re-entry of the fugue subjects as being the 
‘same’,   although they are presented in different keys.  Krumhansl identifies this as 
‘Gestaltqualität’9, which allows us to recognise the melody or the musical feature in 
terms of context as opposed to the individual elements that comprise the melody.  She 
describes tonality thus, as a type of Gestaltqualität, which controls how we perceive 
the components as a whole; as each tone functions in accordance to the tonality, as 
opposed to functioning as an individual note (Krumhansl, 1990).  The use of relative 
solfa within the teaching methods associated with the Kodály Concept serves to 
simplify music, by relating all intervals to a secure tonality, be it major, minor or 
modal.  This also relates to the information processing model of perception and 
memory, as the listener recognizes melodies by comparing a perceptual input with a 
stored representation (DeBellis, 1995), but this representation can also be considered 
as a type of Gestaltqualität, in that the listener does not need to be able to identify 
individual components of the melody, but rather the melody as a whole. With regard 
to music education, this information may have a positive impact on how we teach 
                                                 
9 Gestaltqualität,  which  may  be  translated  as  ‘form  quality’,  is  mostly  associated  with  the  psychologist  
Ehrenfels (1859-1932), and the University  of  Graz,  Austria.  “Dependence  on  relations  among  elements  
and  transposability  are  the  essential  properties  of  such  form  qualities”  (Wertheimer,  2012:176) 
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intervallic patterns and melodic motifs. The moveable do system may be particularly 
efficient for ear-training, as it builds related perceptual concepts, which we can store 
and  recall,  as  “learning  to  “hear  intervals”  is  a  matter  of  acquiring  perceptual  concepts  
of   particular   intervals.”   (DeBellis,   1995:65)   Thus,   a   comparison   can   be   drawn  
between the benefits of using moveable do and our cognitive perception of musical 
phrases.  As we recognise intervals according to their particular functions in a given 
tonality, moveable do allows us to learn intervals in terms of tonal function.    
In atonal music, the application of moveable do becomes more challenging. If the 
music does not possess a strong tonal centre, it can be difficult to prescribe solfa that 
will fit the music and aid accurate singing, as the function of individual notes may not 
be easily related to a tonal framework.  However, with careful preparation, even the 
most angular atonal music can be presented in an un-threatening format.  The solfa 
may have to change frequently, but once the singers have a method of orientation, an 
accurate performance may be more achievable whilst using moveable do than trying 
to  read  the  piece  as  a  succession  of  unrelated  interval  patterns.  “From  one  simple  set  
of sound materials a whole spectrum can open up, with various layers of analysis 
feeding back into intuitive understanding.  A fund of aural and manipulative skill is 
being acquired that enriches the intuitive apprehension of other music, no matter what 
style,  period  or  social  and  ethnic  origin.”  (Swanwick,  1994:130)     Thus,   if   the  singer  
possesses a strong perceptual concept of intervallic patterns, they can simplify even 
the most complex atonal music by applying a type of Gestaltqualität to individual 
phrases, and therefore perceive the intervals as part of a related whole, as opposed to 
trying to accurately pitch a series of seemingly unrelated notes.  If the singers can 
develop a secure perceptual concept of diatonic intervals, even before they have 
reached a competency for processing complex chromatic alterations, this seemingly 
simple knowledge can provide singers with the skills they need to sing atonal music.  
1.3.3: Adapting and Applying Teaching Methodologies based on the Kodály 
Concept of Music Education for Rehearsals with Adult Amateur Choirs:  
The potential for employing teaching methodologies based on the Kodály Concept of 
Music Education in the choral rehearsal is multi-faceted.  With regard to adapting the 
methodologies associated with the Kodály Concept of Music Education, perhaps one 
of the most important tenets to adhere to is moving from the known to the unknown, 
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and to constantly attempt to promote experience-based learning.  From a cognitive 
perspective, each tenet can positively promote learning – in terms of the information 
processing model of perception and memory, and also in relation to the relative 
chroma theory.  Both theories of human cognition concur that in order to successfully 
retrieve and restructure information, the stored representation must be familiar and 
solid before progressing to more complex patterns, which are more demanding in 
terms  of  cognitive  processes.    With  relation  to  ‘experience-based  learning’,  which  can  
be  summed  up  as  ‘sound  before  sight’,  the  Kodály Concept encourages the acquisition 
of both declarative and procedural knowledge.  
The warm-up is one of the most important components of the rehearsal, and should 
ideally involve more than merely preparing the voice for singing. The warm-up 
should be used not only to place and prepare the voice, but also to engage the mind. 
Many choral conductors are adamant that the success of the subsequent components 
of the rehearsal is often dependent on the success of the warm-up.  “As  a  conductor,  I  
favour a warm-up that is well-constructed – that prepares voice, body and mind for 
singing.  In fact, I not only favour it, but I believe the warm-up and its content totally 
determines   the   direction   of   the   rehearsal.”   (Jordan,   2007:74)      The warm-up can 
function as an opportunity to introduce the choir to reading exercises, building on 
their listening and literacy skills, which will in turn enhance  the  singers’  efficiency  in  
rehearsal, and may also, result in more sensitive and accurate performances. The 
warm-up can serve to orientate the singers towards the repertoire which will be 
introduced during the rehearsal, in terms of articulation, for example.  In addition to 
preparing certain tonalities or melodic motifs, the warm-up can also serve as a 
teaching opportunity for complex rhythmic patterns.  Exercises such as canons can be 
multi-functional – for example, a simple canon can introduce a new rhythmic figure 
or orientate the singers towards a certain mode, reinforce a certain interval or melodic 
pattern, or can serve as a dictation exercise, whilst also improving blend and tone 
amongst the singers whilst they sing in canon, thus developing ensemble skills before 
approaching   any   of   the   ‘real’   music.  Methodologies associated with the Kodály 
Concept of Music Education frequently include a significant opportunity for the group 
to improvise.  This can be of great benefit to the amateur choral singer.  A variety of 
exercises may be developed, which can, for example, reinforce modes, time 
signatures, or assist with memory training. “Through improvisation models, students 
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can develop particular abilities in singing harmonies, practicing intervals, 
coordinating different meters and rhythms, in a way that will bring motivation to both 
training and practice and be fun at the same time.”  (Feichas, 2010:56) 
 The nature of the warm-up exercises should set the atmosphere for the repertoire 
which will be rehearsed.  For example, the sound required for the repertoire should be 
cultivated during the warm-up – early music might require a light, flexible sound, 
whereas some Romantic pieces may need a richer, fuller sound.  The exercises should 
also reflect the tonalities and any difficult intervals which may need to be prepared in 
advance to avoid later disruption of the rehearsal.   The conductor James Jordan also 
subscribes  to  this  method,  explaining  that  “It  is  important  that  the  tonality  or  tonalities  
to be sung at the rehearsal are prepared aurally.  That is, the choir should sing in 
Dorian,  Phrygian,  minor  etc.,  before  attempting  to  sing  the  choral  literature.”  (Jordan,  
2005:114)  Thus, it may prove to be more efficient to spend more time on the warm-
up component of the rehearsal, in order to prepare repertoire, which could pay 
dividends when rehearsing the actual piece, as the singers will already have prepared 
any potentially problematic passages. 
The warm-up need not be the only time in which to introduce material such as canons 
and rhythmic patterns.  To maintain interest and motivation amongst the singers, it is 
frequently beneficial to change activities, so that if the singers are focusing on sight-
reading a new piece, the next activity can be focused on kinaesthetic skills, for 
example, which can feed into the next piece of repertoire.  Dividing the rehearsal into 
distinct segments with a variety of activities constantly challenges the singers, and 
prevents them categorising the rehearsal into two distinct entities – namely the warm-
up and the repertoire – and from failing to recognise the warm-up as a vitally 
important stage in the preparation of repertoire.  
In terms of teaching rhythm, and incorporating pedagogical exercises into the choral 
rehearsal, the amateur singer may benefit from participating in the full gauntlet of 
rhythmic activities associated with the Kodály Concept of Music Education, from 
games such as rhythm snakes to rhythmic improvisation.  However, due to the time 
constraints faced by the majority of choral conductors, it may be more prudent to 
focus on what is necessary in order to give the singers ample opportunities to 
assimilate the target information.  It may also be possible to progress with repertoire, 
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whilst spending a short amount of time revising previous patterns and devising ways 
in   which   to   develop   the   singers’   rhythmic   proficiency.      In   terms   of   repertoire  
preparation, rhythmic patterns which may be difficult for the singers to read may be 
isolated and prepared separately, through clapping canons, improvisation games, aural 
dictation and kinaesthetic activities, without asking singers to sing the pitches until 
the rhythm is secure. This approach corresponds to how our musical perception 
functions, for apart from the fact that rhythm and pitch are separately coded in 
western staff notation, it is worthwhile to note that research on perception has shown 
that pitch and rhythmic information are separately processed (Gudmundsdottir, 
2010:332), and consequently it makes good pedagogical sense to extract the rhythm 
from the pitches, particularly if the rhythmic information is complex, to practice it 
separately, and once secure, to reunite the rhythmic pattern with the corresponding 
pitches.  
Using the rhythmic names associated with methodologies based on the Kodály 
Concept of Music Education can also be immensely beneficial for the singers, both in 
terms of preparing isolated rhythmic patterns and also as a means of teaching 
rhythmic literacy.  It is not necessarily essential to explain to the singers the 
mathematical principles involved in relation to rhythmic values in the initial stages of 
rhythmic learning. In terms of developing both procedural and declarative knowledge, 
the singers are, to a certain extent, acquiring both, in that they are labelling the sound, 
albeit  without  being  introduced  to  the  full  concept  of  ‘why’,  but  at  the  same  time,  it  is  
infinitely preferable for an amateur choral singer to be able to accurately perform the 
rhythmic pattern in question than to be able to explain rhythmic values in terms of 
numbers and mathematical values, without being able to demonstrate the sound effect. 
“Rhythm   that   is   thought   is  never   learned.     Only   rhythm   that   is   felt   and  experienced  
will  be  retained  and  used.”   (Jordan,  2005:195).    Therefore, teaching singers that a 
crotchet  is  ‘ta’  and  a  quaver  is  ‘ti’,  may  be  an  easier  way  for  singers  to  grasp  rhythmic  
values, as opposed to verbally explaining that a crotchet has one beat, and a quaver 
has half a beat, which remains an abstract theory if the learners cannot equate this 
knowledge with the sound.    
Beginning with shorter note values is also often easier than having the singers trying 
to grapple with dividing a semibreve – it is less complicated to begin with crotchets 
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and quavers, and gradually progress to longer note values, which can be related to 
‘how   many   ta’s’,   instead   of   ‘what   fraction   of   a   semibreve’.   Thus,   instead   of  
subdividing abstract numbers, the singers have an immediate frame of reference, and 
remembering the time names should automatically trigger the sound memory, which 
will  automatically  ‘translate’  the  rhythmic  pattern  from  a  series  of  notes  into  a  sound  
pattern.   This   approach   to   rhythmic   training,   according   to   one   of   Kodály’s   most  
fundamental principles –sound before sight – is also championed by various choral 
conductors and teachers. “…If   a   sufficiently   strong   association   exists   between   the  
syllable and the sound-experience, then the syllable will evoke the sound-experience.”  
(Dobszay, 1972:19) Syncopated patterns, in particular, may be easier to perform 
accurately when the singers are accustomed to using kinaesthetic exercises to perform 
rhythmic patterns, such as keeping a steady pulse whilst saying the rhythm with time 
names, eventually progressing to being able to maintain a steady beat with one hand 
whilst performing a syncopated rhythmic pattern with the other hand.   
 
Prior to beginning a new piece, the melodic motifs can be introduced to the choir 
during the warm-up, through hand-signs or learning by rote in solfa. This can be very 
beneficial, particularly with those who have more basic sight-reading skills.  
Introducing melodies aurally means that singers are not distracted by the visual 
representation, which may appear more complex than the melody suggests.  For 
example, text in a foreign language may distract some singers from focusing solely on 
the rhythm and pitch.  Also, in the case of atonal music, whereby it may be necessary 
to   ‘move’  do,  or  where   intervals   could  be   spelled   enharmonically   to   aid   intonation, 
this can all be shown with hand signs, without a verbal explanation which could be 
confusing.  However, returning to the score, and explaining that what they sang 
during the warm-up  ‘looks  like  this’,  is  a  much  less  intimidating  way  of  introducing 
challenging new material. “…Showing the pitch by hand levels and providing pictures 
for melodic contour are suggested by many music educators as the best strategies to 
reinforce pitch perception.”  (Liao,  2008:198) Using hand-signs has the dual benefit of 
not only demonstrating the melodic pattern, but also the rhythmic patterns, without 
the singers having to count or be to conscious of the rhythmic pattern.  They can focus 
solely on the hand-signs, and on maintaining good intonation. Provided that the hand-
signs are shown to them with a steady pulse, the singers can already have assimilated 
the rhythmic movement before ever having seen a score, or without consciously 
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considering the rhythmic values. Therefore, using hand signs to teach new melodic 
patterns removes a layer of complexity in sight-reading, as the learners do not have 
the added task of simultaneously decoding the rhythmic pattern.  Many choral 
conductors agree that using solfege during their choral rehearsals is of immense 
benefit – the conductor James Jordan emphatically states that “the   use   of   choral  
ensemble solfege has virtually eliminated issues of pitch and rhythm from the choral 
rehearsal.”  (Jordan,  2007:77)   
With regard to preparing repertoire, using solfa syllables for the initial readings can be 
of immense benefit to the singers. “Only   the  well-conducted teaching of sol-fa can 
develop the ability to connect tone-image with written note to the point where the one 
will evoke   the  other   instantly.”   (Kodály, 1974:197)  Seemingly ‘awkward’   intervals 
can  sometimes  appear  less  challenging  when  they  are  ‘spelt’  in  another  way,  as  often,  
the   enharmonic  version   of   the  note   can  help   the   singer   can   realise   that   it’s   ‘only’   a  
major third, etc.  For example, some singers may baulk at a G# to C natural interval, 
particularly if they are not familiar with the minor leading notes.  Ab to C natural, 
however, may be more easily identified as a major third, which could thus promote 
accurate intonation. Careful labelling – marking in the solfa, or changes of the do 
position - of the score prior to the first reading can therefore be of immense benefit to 
the singers and to the choir as an entity, by eliminating or at least reducing the 
occurrence  of  intonation  issues.    “The  system  of  solfege  advocated  places  priority on 
what is really heard by the singers rather than the solfege assigned on the basis of 
harmonic  function.”  (Jordan,  2007:143) The method of score labelling generally aims 
to assign solfege which makes the passage easiest to read for each singer, avoiding 
chromatic alterations where possible. Although, at times, with short modulations, it is 
easier to simply use a chromatically altered syllable – such as if the music was to 
briefly cadence in the dominant, and return almost immediately to the tonic tonal 
centre,  it  may  not  be  worthwhile  changing  solfa,   in  which  case  ‘fi’  could  be  used  to  
indicate the raised fourth functioning as the leading note of the dominant.  
Conversely, if the dominant was to continue functioning as the tonal centre for an 
extended passage, it may be more confusing to keep referring to this new tonal centre 
as  ‘so’,  when  aurally,  it  is  functioning  as  a  ‘do’,  and  in  this  case  it  make  much  more  
sense to change the solfa accordingly.  Although changing solfege during a passage 
may be confusing for singers in the initial stages, particularly if they are not 
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accustomed to using moveable do, there is strong evidence (Dowling and Harwood, 
1986) to support the fact that singers respond better to a hierarchy of pitches, and by 
developing this skill; intonation and reading skills may improve dramatically.  
Cognitive research has proven that training methods that emphasized the acquisition 
of a framework of reference tones in a scale resulted in improved pitch recognition 
than teaching methods in which all notes of the scale were considered equal (Dowling 
and Harwood, 1986); thus the Kodály Concept of Music Education, which uses 
relative solfa, may be considered one of the more efficient methods of music 
education for adult amateur singers.  
Therefore, considering the objectives of the amateur choral rehearsal,  which are 
primarily to prepare repertoire for performances as efficiently as possible, in addition 
to achieving the best possible sound quality and stylistic interpretation of the 
programme – it may be acknowledged that in order to achieve these primary goals, it 
is imperative that the aims of the choral rehearsal also include developing the 
individual   singers’   sense   of   intonation,   their   aural   awareness,   their   vocal   technique,  
and their literacy skills.     
Despite the fact that adults may not learn new musical skills with the relative ease 
with which younger learners can accomplish new skills, due to factors such as the 
age-related decline in cognitive and motor functions, it is still a very worthwhile 
endeavour  to  at  least  strive  to  improve  the  amateur  adult  singers’  standard  of  literacy  
and aural perception. 
  A choir that depends on learning by rote is not as efficient at learning new repertoire 
in comparison to a choir in which the vast majority of singers have a relatively good 
capacity to interpret the score.  By teaching musical literacy, we give independence to 
singers, allowing them to progress at a faster level, and the choir as an entity reaps the 
benefits, as the time previously allocated to learning by rote could be spent working 
on finer details such as phrasing, articulation and interpretation.  
 
The ideal rehearsal technique should help the conductor to train musical skills and 
prepare repertoire simultaneously. A decision to begin training adult amateur singers 
to improve their literacy skills during their choral rehearsal should not detract from 
the overall aim of the choir - music making – but instead should enhance it.  
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Therefore, the singers should be able to actively participate in every element of the 
rehearsal.   
 
Based on research regarding cognitive functions, and specifically in terms of 
cognitive functions in relation to music, it is crucial that the stored representation of 
the musical phenomenon is secure, as the information processing model of memory 
and perception depends on the familiarity of the stored information, in order for us to 
accurately retrieve and restructure the stored representation according to the 
perceptual input (DeBellis, 1995). As we have the capacity to organise individual 
notes into a type of Gestaltqualität (Krumhansl, 1990), which makes it easier for us to 
store and retrieve the information, it may therefore be considered more efficient to 
teach in a way which promotes this sequence of cognitive function.  Thus, the 
information should first be presented in small, manageable segments, which are 
consolidated and later augmented by more complex information.  The information – 
for example a particular note or rhythmic value - is not isolated, in that each element 
corresponds to a greater whole – a Gestaltqualität – namely, the function of each 
interval according to the degree of the scale which it occupies in relation to the 
degrees of the scale already introduced, or in the case of a rhythmic value, how this 
particular rhythmic value compares to the rhythmic values already learned. The 
knowledge which conductors impart to the singers must be empirical knowledge – the 
singers must experience the phenomenon about which they are learning, and 
understand the concept fully, through experiencing it - as opposed to simply 
explaining a concept to singers and expecting them to understand and remember it 
without experiencing the concept in question.  After experiencing the target 
information, it should be identified and explained, so that the knowledge which the 
singers gain is both procedural and declarative, which may be beneficial in terms of 
accurately storing and thus having the capacity to quickly access the information. The 
learning targets can thus be presented to the singers in a variety of formats - in order 
for them to process the new information and truly comprehend it, on both procedural 
and declarative levels – such as performing the learning target, participating in an 
activity which kinaesthetically connects the sound to gesture, recognising the target 
information amongst other elements, seeing the visual representation of the rhythmic 
value or pitch, through notation or hand signs, and by experimenting with the target 
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information, through improvisation exercises, and later by its eventual incorporation 
to the repertoire.  
 
The Kodály Concept of Music Education may be one of the most efficient and 
beneficial pedagogical frameworks with which to devise rehearsal techniques which 
can achieve these aims in accordance with the research on perception and memory. 
The use of time names allows for both procedural and declarative knowledge to be 
formed almost simultaneously, as the sound should evoke the symbol, and vice versa. 
The use of solfa allows the learner to manage the pitch information according to a 
Gestaltqualität, and can be applied to simple nursery rhymes through to complex 
atonal music. Experience based learning, and the various methodologies which are 
synonymous with the Kodály Concept of Music Education should appeal to a broad 
range of learning styles, encompassing kinaesthetic participation and creative 
improvisation and providing aural, visual and verbal cues to consolidate new 
information.  Therefore, employing rehearsal techniques based on the Kodály Concept 
of Music Education may be considered beneficial for singers in adult amateur choirs, 
in terms of improving skills such as musical literacy.  
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CHAPTER TWO: 
 
2.1: Towards Identifying the Potential Benefits for Adult Amateur Choirs of 
Employing Rehearsals Techniques Based on the Kodály Concept of Music 
Education 
 
2.1.1 Forming an Adult Amateur Chamber Choir 
 
Based on the literature, it appeared that using rehearsal techniques based on the 
Kodály Concept of Music Education could prove beneficial for adult amateur choirs, 
in terms of improving their levels of musical literacy, aural skills, vocal technique and 
general musical knowledge, due to the ways in which this method of teaching 
complies with cognitive functions of memory and perception.  Thus, it was decided 
that a chamber choir should be formed in order to assess whether a group of singers, 
with various levels of experience, could improve their levels of musical literacy, aural 
skills and vocal technique through their participation in a series of rehearsals using 
rehearsals technique based on the Kodály Concept of Music Education.  
 
With regard to forming a choir, the selection of the participants was aleatoric - an 
announcement was posted publicly, requesting that anyone who wished to join a choir 
at the University of Aveiro was welcome to attend and it was stated that previous 
experience was not necessary. The choir thus comprised twenty-seven singers, 
twenty-one10 of whom committed to regular attendance and participated in the 
assessments both at the beginning and at the end of the term of work.   
 
2.2.: Repertoire Selection and Analysis 
 
The  first  concert  programme  was  entitled  ‘Do  Céu  e  da  Terra’, meaning  ‘Of  Heaven 
and  of  Earth’.    The  programme began with Mäntyjärvi’s  Canticum Calamatatis 
Maritimae, which – although not intended for use in a liturgical context makes 
extensive use of the Latin Requiem Mass.   The sacred component –of Heaven – 
continued with three settings of ‘Ave  Maria’,  by Franz Biebl, Arvo Part 
and Sergei Rachmaninoff.  The apex of the programme, and the inspiration for the 
                                                 
10 Twenty-one singers participated in the qualitative assessments, wheras twenty singers participated in 
the quantitative assessments. 
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title, was the mid-point,  the  European  Premiere  of  ‘ Maná’,  by  Adonias  Calebe.    Thus, 
as manna came from heaven, the music returned to earth, and the programme 
continued with secular music, beginning with Kodály’s  folk-inspired  ‘Túrót 
Eszik  a  Cigány’,  followed  by  the  third  movement  from  Petrassi’s  ‘Nonsense’.    The 
programme  was  concluded  with  the  lively  ‘Kalinda’,  by  the  Haitian  composer, 
Sydney Guillaume. 
 
Canticum Calamatatis Maritimae – Jaakko Mäntyjärvi 
 
The Finnish composer Jaakko Mäntyjärvi (born 1963) studied theory of music and 
choral  conducting  at  the  Sibelius  Academy  in  Helsinki,  Finland.  Mäntyjärvi’s  works  
are frequently performed and recorded, with over thirty recordings of Pseudo-Yoik 
alone.  
 
Mäntyjärvi is an active choral singer, and has participated in both amateur and 
professional choirs in Finland.12 Mäntyjärvi’s   ‘Four  Shakespeare  Songs’,   (1984)13 is 
considered  his  ‘breakthrough  work’14, but the 1990s was a more prolific period for the 
composer, which saw his works gain international acclaim, winning prizes and 
leading to commissions from groups such as the Grammy award winning Chanticleer 
(The Ballad of the Oysterman, 2001),  the  King’s  Singers (Armahda meidän päällem, 
2002) and the International Bach Academy in Stuttgart (Stuttgarter Psalmen, 2009).15   
 
With  regard  to  his  style,  he  describes  himself  as  ‘an  eclectic  traditionalist:  eclectic  in  
that he adopts influences from a number of styles and periods, fusing them into his 
own idiom; traditionalist in that his musical language is based on a traditional 
approach   and   uses   the   resources   of   modern   music   only   sparingly.’16 Mäntyjärvi’s  
choral works are imbued with his sense of humour combined with clever text setting 
                                                 
12 http://web.mac.com/jaakko.Mäntyjärvi/Sivusto/Home_%3A%3A_Koti.html, 
13 Finnish Music Information Centre, 
http://www.fimic.fi/fimic/fimic.nsf/WCIP/Mäntyjärvi,%20Jaakko?opendocument&cat=contemporary_
-_classical 
14 Finnish Music Information Centre, 
http://www.fimic.fi/fimic/fimic.nsf/WCIP/Mäntyjärvi,%20Jaakko?opendocument&cat=contemporary_
-_classical 
15 http://web.mac.com/jaakko.Mäntyjärvi/Sivusto/CV_%28EN%29.html 
16 Finnish Music Information Centre, 
http://www.fimic.fi/fimic/fimic.nsf/WCIP/Mäntyjärvi,%20Jaakko?opendocument&cat=contemporary_
-_classical 
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and word painting.  Their popularity amongst choral singers and conductors also 
stems   from   Mäntyjärvi’s   sympathetic   style   of   writing,   which   challenges   the   choir  
whilst remaining within the capability range of an amateur singer. He explains that 
‘[c]hallenges and new types of music are more than welcome, provided that they are 
scaled  to  the  choir’s  abilities.  In  an  ideal  case,  the  target  would  be  slightly  above  the  
level of achievement that the choir is used to...How far a choir can go depends on how 
strong its motivation is. At times there may be a thin line between gearing up for a 
challenge  and  resigning  in  disgust.’17   
 
Jaakko   Mäntyjärvi’s   Canticum Calamatatis Maritimae is an intricate work for 
unaccompanied mixed choir with soprano and baritone soloists.  The work was 
written to commemorate the sinking of the Estonia in 1994.  In one of the largest 
peace-time maritime disasters, the ferry Estonia sank on a journey from Tallinn to 
Stockholm, claiming the lives of 851 people (Frucht, 2005:84). The work has 
garnered great critical acclaim since its premiere in 1997, when Mäntyjärvi was 
awarded third prize in the European composition competition for cathedral choirs.  
 
The text of Canticum Calamatatis Maritimae is drawn from several sources. It 
includes quotations from the Roman Catholic Latin Requiem Mass, a setting of the 
psalm   ‘Qui  Descendunt  Mare   in  Navibus’   (They that go down to the sea in ships), 
and, perhaps most interestingly, excerpts from the news report of the disaster from the 
Latin news channel, Nuntii Latini, which is declaimed in a recitative style by the 
baritone soloist.  Mäntyjärvi describes the work as comprising three elements, and 
that despite the usage of sacred texts; the work should be regarded as a meditation as 
opposed to occupying a liturgical function.  He suggests that the first element is the 
‘individual  aspect’,  as  the  soprano  solo  can  be  interpreted  as  the  widow’s  lament;;  the  
second  is  the  ‘objective  aspect’,  the  usage  of  the  factual,  news  report,  delivered  by the 
baritone  ‘precentor’,  who,  in  contrast  to  the  soprano,  does  not  convey  emotion  in  his  
declamation  and  finally,  the  ‘collective  aspect’,  which  is  represented  by  the  extensive  
choral setting of the psalm text.18 
 
                                                 
17 Mullenger, Len (2002) 48th Cork International Choral Festival Ireland, 1-5 May 2002  
http://www.musicweb-international.com/sandh/2002/may02/rhodes_2002.htm 
 
18 Mäntyjärvi, Canticum Calamatatis Maritimae, score dedication 
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The work has a strong tonal centre, which despite some tonally ambiguous passages, 
always reasserts itself.  As an experienced choral singer, Mäntyjärvi attempts to make 
his works accessible for amateur ensembles, and thus incorporates unifying devices 
and features into his works, which not only serve to thematically unite the work but 
also aid learning.  In Canticum Calamatatis Maritimae, Mäntyjärvi uses canon and 
imitation, reiteration and maintenance of the tonal centre through pedal notes and a 
symmetrical/octatonic scale19 which act as unifying devices and recurring patterns 
which may aid performance accuracy.  He describes his compositional style as 
featuring  ‘mainly  modal  or  functionless  harmonies;;  chords  a  third  or  a   tritone  apart;;  
triads with an added ninth or tritone; the symmetrical scale; pentatonic melodies; a 
slight tendency towards minimalism; a slight tendency towards word-painting.’20 
 
The work begins with the male voices first exhaling, symbolising the sinking and 
subsequent  drowning.     The  choir   then  begins   to  whisper   ‘Lux Aeterna21’, whilst the 
soprano   soloist   begins   her   ‘folk   tune’,   which   is   pentatonic   in   character, and is an 
ornamented variation of the  hymn  ‘Nearer  My  God  to  Thee’.22 The basses establish 
the tonality with an open fifth (G-D) pedal.  Despite chromatic shifts, this open fifth is 
always re-established, anchoring the tonality.  The harmonic movement is 
predominantly parallel movement in fifths at this point in the work, displaying the 
influence  of  Sisask’s  Benedictio (1991) on the composer. 
 
The first canon begins in bar 22, with the four female voices entering two dotted 
crotchet beats apart (in 12/8 time).  The canonic pattern is based on the symmetrical 
scale, but with some passing notes.  The male voices add rhythmic and harmonic 
support by maintaining the pulse underneath the syncopated canonic figure, plus the 
unison  ‘G’s  on  the  strong  (first  and third) beats of the bar aid intonation in the upper 
parts by providing stable reference points for the upper voices.  In the second 
statement of the canon, the harmonic language becomes much more intense, with 
                                                 
19 The symmetrical or octatonic scale moves alternately by tones and semitones – tone, semitone, tone, 
semitone etc.  
20 Mäntyjärvi, http://web.mac.com/jaakko.Mäntyjärvi/Sivusto/Stuff_Qca_%3A%3A_Muuta_Qca.html 
21 Lux Aeterna – Eternal light, from the Requiem Mass.  
22 ‘Nearer  my  God  to  Thee’  is  a  popular  hymn,  the  text  of  which  was  written  by  Sarah  Flower  Adams  
in 1841.  In the 1850s, the text was set to new music by Lowell Mason and the hymn gained 
widespread popularity.  It is also said to have been performed on the Titanic as it sank. 
(http://biblestudycharts.com/HH_Nearer_My_God_to_thee.html)   
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cluster chords occurring even on the strong beats of the bar.   The section is concluded 
by a shift to Eb major in the bass line, whilst the other parts have highly chromatic 
lines, resulting in demanding cluster chords. The meno mosso section is unified 
through the use of the symmetrical scale, but the parts have rhythmic independence, 
thus whilst one part is descending at the ratio ½-1, the other parts may have 1-½, or 
passing notes.   
 
The second canon is rhythmically very intricate, using displacement principles and 
complex syncopation.  The pulse is maintained by sussurrando chanting, which 
should be marcato in order to maintain rhythmic clarity in order to orientate the upper 
parts.  The melodic material in this canon is sparse, but the intervals are tritones, C-F# 
against G-Db, which creates considerable tension. The canon is inverted by the lower 
parts – the sopranos sing an ascending tritone, whilst the altos descend.  
 
The third canon which follows the tritonal ambiguity serves to re-establish G as the 
tonal centre of the work.  The canon unfolds in the same manner as the first, with the 
sopranos beginning and the other three female parts following two beats later.  The 
canon  is  developed  by  the  tenors’  augmented fragment of the canon, whilst the bass 
pedal is now an open fourth, still maintaining the organum quality, but also adding 
harmonic interest.   The second statement of this canon is further developed by the 
basses resuming their earlier ostinato figure from the con moto section, whilst the 
canon shifts up a sixth.  The music builds greatly in intensity, with forte diminished 
chords and clusters.  The symmetrical scale is re-employed, whilst the soprano solo is 
re-introduced, with keening, lamenting interjections. This frantic drive to a climax, 
with  insistent  rhythms  and  ‘loud’  rests,  ends  with  a  Bb  diminished  chord.    A  change  
of mood immediately follows, with an E minor chord dispelling the previous 
chromatic ambiguity.  The chordal progressions to the end of the piece are very clear 
and sonorous leading back to G major, the chords Bb, C, Eb, Ab, G are fully 
sonorous, sitting in the middle ranges for each part, and all notes are doubled.  The 
piece   ends   as   it   began,   with   the   female   parts   whispering   ‘Lux aeterna luceat eis, 
Domine, et lux perpetua luceat eis’,23 and the soprano keens her final lament, which is 
                                                 
23 Lux aeterna luceat eis, Domine, et lux perpetua luceat eis – May eternal light shine upon them, Lord, 
and may perpetual light shine upon them.  
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a  reprise  of  her  opening  melody,  again  loosely  based  on  the  hymn  ‘Nearer  My  God  to  
Thee’.       
 
Canticuum Calamatatis Maritimae is a challenging work for an amateur choir, but 
much of the material could potentially be prepared prior to the singers receiving the 
scores. In order to prepare the singers for a performance of this work, it may be 
beneficial to train the singers using exercises featuring the symmetrical scale and 
chromatic patterns.   For example, the choir could be taught to sing a symmetrical 
scale by following hand-signs and changing do, perhaps by learning l, t, d/l, t, d.  This 
exercise could be developed until they the singers can comfortably sing this in parallel 
motion, at the various intervals required.  Similarly, the tritone interval could be well 
prepared in advance, and the canons and their inversions may also be introduced and 
learned through hand-signs before the score is introduced. Using the initial exercises 
found in Kodály’s ‘Let  Us  Sing  Correctly’,  should also help the singers to maintain 
intonation in passages with parallel fifths.  
 
 
Ave Maria, Franz Biebl 
 
The German composer, Franz Biebl (1906-2001) was appointed Kapellmeister in 
1932, and went on to join the faculty at the Mozarteum in Salzburg in 1939.  
However, he joined the military in 1943, and in 1944 was captured by the Americans 
in Italy.  Biebl subsequently spent a year in the United States as a prisoner of war, 
which gave him the opportunity to learn some American folk songs and African 
American spirituals, which he later arranged for choir.  From 1959 until his retirement 
in 1971, Biebl was the head of the choral music division of the Bavarian State Radio 
Broadcasting Company.  His compositional output numbers approximately two 
thousand works for choir (Shrock, 2009).   
 
In 1964, a choir of firemen in Munich requested Franz Biebl to write a piece for them. 
(Nordlinger, 2009)  The resulting Ave Maria is now one of the signature pieces of the 
San Franciscan male-voice choir, Chanticleer, and is widely performed.  Whilst 
originally scored for male voices, Biebl later arranged his Ave Maria for a mixed 
choir. 
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Ave Maria opens  with  a  bass  solo  chant,   ‘Angelus Domini’, which establishes the C 
major tonality.  Ending on a G, this dominant gives an impetus for the male entry on 
the tonic.  The female voices respond to the male declamations with predominantly 
scalic patterns.  The harmonic language develops quickly, with a move to the 
flattened seventh, a Bb major with a flattened seventh, but the C major tonality 
quickly reasserts itself in the drive to the first cadence, which for the male voices is 
imperfect, but is resolved by the female response which leads to a perfect cadence, 
after which the opening is varied with a stronger perfect cadence.  Chants for solo 
tenor lead the music back to the beginning, thus the first verse is heard three times in 
succession.   
 
The fourth verse maintains the same pattern, of the female voices responding to the 
male declamations, but at a faster pace, resulting in greater harmonic and rhythmic 
activity.  The tessitura is broader, with the first chords spanning over two octaves in 
the male voices alone.  In terms of harmonic language, the music moves briefly to the 
dominant, with the male voices executing a perfect cadence in G major (measure 29-
30), which is almost immediately countered by a perfect cadence in C major by the 
female voices (m.29-30). A climatic point in bar 37 is highlighted by the soaring 
melody of the first soprano, which recalls the tenor pattern in bars 9-10.  The final 
drive to the cadence begins with a simple quiet ascending scale of C major, which is 
distributed between the male voices.  On reaching the tonic, the music shifts to the 
flattened seventh, over which the female voices adopt a scalic pattern, but using an 
ascending scale of F major. In bar 45, the male voices answer with another scale of C 
major, tempered by an A in the bass, over which the female voices also join in 
imitating the C major scale, leading to the final cadence.       
 
In   terms   of   choosing   Biebl’s   Ave Maria for a performance with an adult amateur 
choir, the repetition of the first verse may be attractive, in terms of time constraints.  
However, this piece is deceptive in terms of its difficulties.  In terms of more 
mechanical details, the chromatic variations for the female voices may be difficult to 
pitch in bar 6, particularly for the second altos.  In preparing a score for the score, it 
may be useful to indicate Ab major as the tonic at this point, in order to show that the 
intervals in isolation are not difficult; the intonation challenges may lie merely in the 
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context in which they are placed. Similarly, the brief cadence in G major may require 
some preparation, as the female voices – the altos in particular – need to be able to 
pitch the F# accurately, and in the case of the second altos, to return to an F natural 
and a C major tonality in quick succession. In terms of the scalic patterns at the end of 
the piece, it may be important to practice moving from a chord of C major to F major, 
in order to assist the female parts in hearing a strong F in order to maintain accurate 
intonation for their scale of F major.  However, despite some intonation issues, the 
rhythmic patterns used are not particularly challenging, comprising mostly crotchets 
and quavers.  Rather, the challenge in performing this piece lies in the delicate 
nuances, the way in which the phrases should be shaped – Biebl has clearly labelled 
the score with the various dynamic levels to help with shaping the phrases – and the 
interaction between the male and female voices.  The music should feel as though it is 
organically unfolding, yet there is a danger that it could appear fragmented, if the 
entries are not treated with sensitivity.  Thus, in terms of developing blend and 
balance,  Biebl’s  Ave Maria may be considered a very appropriate choice in terms of 
developing choral sound with an adult amateur choir.  
  
Bogoroditse Djevo – Arvo Pärt 
 
Arvo Pärt   was   commissioned   to   write   Bogoroditse   Djevo   by   the   choir   of   King’s  
College, Cambridge, for their Lessons and Carols service in 1990 (Cargile, 2008). 
Born in Estonia in 1935, Pärt has composed in a variety of genres, from 
unaccompanied choral works to film scores and organ works. His work is often 
divided into two categories – his earlier style, up until 1968, which saw the use of 
Western techniques.  During an eight year period of compositional silence, Pärt 
converted to the Russian Orthodox Church and also devoted a great deal of time to the 
study   of   sacred   Medieval   and   Renaissance   music.      The   second   phase   of   Pärt’s  
compositional output began in 1976, which is associated with a new style, tintinnabuli 
(Cargile, 2008).  
 
Bogoroditse Djevo utilises a technique common to the Russian Orthodox Church - 
canonarchal style - whereby the canonarch sings the text on a single pitch, and the text 
is repeated by the choir using a more elaborate declamation. The piece opens thus, 
with the alto part acting as the canonarch, declaiming the opening statement in a 
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syllabically,   on   a   repeated   ‘E’,   which   is   then   repeated   and   elaborated   on   by   the  
soprano and alto, which established the A major tonality whilst the tenor adopts the 
fundamental note, rendering the A major chord unstable, by indicating a second 
inversion of the tonic triad.  
 
The tenors and basses facilitate a shift to the relative minor by providing a pedal fifth 
in bar 16.  The antecedent phrase lands firmly on a fully sonorous A major chord, 
after which the music expands, splitting into eight voices, which allow each of the 
four lines to be doubled, and occupying a broader tessitura.  The dynamic marking is 
fortissimo,  the only occurrence in the piece – indeed, all of the dynamic markings are 
relatively soft, with the exception of the approach to this section, which begins with a 
crescendo to forte in bar 22, in order to arrive at a fortissimo level in bar 24.  The 
phrase ends with a plagal cadence.   
 
The final section of the piece may be considered an example of Pärt’s   tintinnabuli  
style, with regard to the prominence of the A major chord, which appears in the 
second   inversion.   “The  way   in  which  Pärt uses a single triad to illuminate an entire 
work is also a response to the natural sonority of bells.”  (Hillier,  1997:20)  This triad 
– A major - dominates the first fifteenth bars, and closes each cadence – for example, 
bars 15, 21, 26, 34 and the final cadence.  
 
Pärt’s   Bogoroditse Djevo, although relatively short – the score indicates the 
approximately duration as just one minute – may be considered an excellent example 
of Pärt’s  vocal  style.      In  addition  to  the  possibility  of  identifying  techniques  such  as  
tintinnabuli and the use of canonarch style, the text setting is also characteristic of 
Pärt’s   style   of   vocal   writing.      He   has   explained   that   the  words   generate   the  music 
(Hillier, 1989), and this may be considered evident in terms of the prominence of the 
text.  The text setting is almost entirely syllabic and homorhythmic, which allows for 
greater clarity in terms of the declaration of the text.  Similarly, the frequently 
changes of time signature reflect the way in which the text drives the music, with the 
syllabic stress deciding appropriate time signature for each measure.  In terms of the 
suitability of Pärt’s   Bogoroditse Djevo for an adult amateur choir, the rhythmic 
patterns are not difficult, and the harmonic language is also simple. The major 
challenge may be effecting a sufficient change in sound, in order to create enough 
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contrast between the broad fortissimo section, and the final section, which is marked 
piano. In terms of teaching opportunities, this may be an appropriate piece with which 
to explore moving between the major and the relative minor, and also the chromatic 
alterations required in terms of the harmonic and melodic minor scales. 
 
Bogoroditse Devo (Vespers), Sergei Rachmaninoff 
 
The Russian composer Rachmaninoff (1873 - 1943), was also a renowned pianist and 
conductor.  Following the revolution of 1917, he and his family emigrated to the 
USA, which led to Rachmaninoff focusing on performing as opposed to writing, in 
order to support his family.  Thus his relatively meagre compositional output between 
1917 and 1926 can perhaps be understood, when it is considered that in the winter of 
1923, he gave 75 concerts in the space of four months, touring in the USA, Canada 
and Cuba (Walsh, 1973). 
 
Having begun composing short pieces as a teenager, his first serious composition for 
piano - Three Nocturnes, dates from 1887 (Harrison, 2005).  A great deal of 
Rachmaninoff’s  oeuvre  comprises  pieces  written  for  piano,  including  sonatas,  a  cycle  
of preludes (in all twenty-four keys) and variation sets on themes of Chopin and 
Corelli.  With regard to his orchestral output, he wrote three symphonies, four piano 
concertos, the Paganini Rhapsody, and the Symphonic Dances.  He also wrote songs, 
and three operas (Cunningham, 2001).  With regard to his compositional style, 
Rachmaninoff continued to write in a Romantic style, despite the innovations in terms 
of  the  emancipation  of  tonality  in  the  early  twentieth  century.  “Rachmaninoff’s  music  
represents the waning phase of romanticism in Russia.”  (Maes,  1996/2002:203) 
   
Rachmaninoff wrote his All Night Vigil in 1913, which is considered by many as his 
masterpiece, and is regarded as a highly important work in terms sacred Russian 
music.      “Rachmaninoff’s   Vsenoshchnaya is generally considered one of the high 
points  of  Orthodox  music.”  (Maes,  1996/2002:  206) Comprising fifteen movements, 
the work makes extensive use of ancient chants.  
 
Bogoroditse Devo is the sixth movement of the All Night Vigil, and one of only two 
movements which is not based on a pre-existing chant.  In a simple ternary form, the 
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music is serene and gentle, with a powerful climax in the middle of the work.  The 
movement   is  described  as  “the  simplest   song   in   the  sequence  and   the  only  one   in  a  
straight diatonic major key.”  (Mellers,  2002,  247) The movement nonetheless features 
a characteristic trait of Russian Orthodox music, given the way in which the melody is 
given to the bass approaching the climax (Norden, 1919).  
 
The All Night Vigil is   often   considered   Rachmaninoff’s   “most   outstanding  
achievement of all.”   (Maes,   1996/2002:206) Other important choral works by 
Rachmaninoff include the Divine Liturgy of Saint John Chrysotom (1913) and The 
Bells (1913), which features soprano, tenor and bass soloists, a mixed choral and an 
orchestra,   which   was   said   to   be   Rachmaninoff’s   “personal   favourite”   (Strimple,  
2005:132). 
 
In terms of the potential learning outcomes for an adult amateur choir in rehearsing 
and performing Bogoroditse Devo, one of the major challenges is developing the 
singers’  sense  polyphonic  understanding  and  sensitivity.      “To secure a unification of 
vocal parts the most painstaking rehearsing must be undertaken, and singers must 
have   a   full   consciousness   of   the   function   of   the   part   to   which   they   are   assigned’.  
(Norden, 1919: 447)  An example of where this statement may be particularly apt is 
the soprano and tenor entry at bar 14 – it is important that the alto melody is not 
obscured by the soprano and tenor countermelody.  In terms of rhythmic activity, the 
piece is very straight-forward, with the only potential difficulty being the change from 
4/4 to 3/2. In terms of harmonic language, the writing is diatonic, with no remote 
progressions.  However, intonation may still be a challenge for an adult amateur choir, 
in particular some of the bass figures which leap – for example, bar 3 – and also the 
soprano and tenor figure in bar 16, as the leading note may be a little difficult to pitch 
accurately.  However, Bogoroditse Devo should be well within the reaches of an adult 
amateur choir, and may help in developing choral blend and achieving a fuller sound 
quality.    
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Maná, Adonias Cabele 
 
Born in 1988, the Brazilian composer Adonias Calebe began his musical studies in 
earnest at the age of sixteen, studying at the Conservatório Estadual de Música de 
Pouso Alegre, in his home state of Minas Gerais.  After completing his studies at the 
conservatory, he enrolled in the Bachelor of Music programme at the Escola de 
Comunicações e Artes of the University of São Paulo. 
 
He describes popular Brazilian music, folk music and European Medieval and 
Renaissance music as his major influences.  Calebe cites a variety of composers as 
being particularly inspirational, from Perotinus and Gesualdo through to 
Impressionists such as Debussy, to composers such Villa-Lobos, Philip Glass and 
Antonio Celso Ribeiro.   
 
With regard to his choral writing, Calebe explains that participating in choirs has 
greatly developed his sense of voice-leading and writing from a horizontal as opposed 
to a vertical perspective, as singing gives him a different perception of the melodic 
lines.24  
 
Maná was   inspired   by   the   passing   of   a   close   friend   of   the   composer’s   and   was  
subsequently dedicated to her.  The biblical quote25 which precedes the work, explains 
the concept and the genesis of Maná  - as Moses advised that the jar of manna should 
be guarded for future generations, Calebe explains that Elisa was as manna sent by 
God, and that her friends should guard all the things that she taught them, to pass on 
to future generations.  The extra-musical, programmatic perspective of Maná is thus 
vitally important, in order for the work to be interpreted and performed with the 
appropriate sentiment and reverence, thus the biblical quotes are included on the 
score.    
 
                                                 
24 “É  incrível  sentir  as  linhas  melódicas  enquanto  se  está  cantando.” (Adonias Calebe, interview, March 
2012)  
25 “Disse  também  Moisés  a  Arão: Toma um vaso, mete nele um gômer cheio de maná e põe-no diante 
do  Senhor,  a  fim  de  que  seja  guardado  para  as  vossas  gerações”.  Êxodo 16;33 
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Maná is organised into three distinct sections, which are defined by the different 
characters   which   the   text   lends   the   music,   namely   ‘Feliz   e   Solene’,   ‘Alegre’   and  
‘Louvaçao’.     
 
The composer describes the first part as serene and celestial, in memory of Elisa. The 
paradoxical  title,  ‘Happy and  Solemn’26, may be an attempt to reconcile the 
composer’s  feeling  of  gratitude  and  loss.    The  initial  ten  bars  are  atmospheric,  using  a 
uniform vowel sound, and introduce the melodies which will later be set to text. The 
tenors begin on an E, and the texture is built up with subsequent entries of the alto, 
soprano and bass, respectively.  In terms of tonality, A is the given key signature, but 
the tonal centre is not firmly established in the opening bars.  Although there is a tonic 
chord in the second bar, it appears in the second inversion, and thus does not provide 
a great deal of stability, which lends to the ethereal atmosphere. The tenor D# (b.7) 
almost functions as a leading note to the dominant, a feeling which is exacerbated by 
the B in the bass, suggesting a B major, which would lead to a perfect cadence in the 
dominant key of E major.  However, instead of resolving, the D# falls to C# in bar 8, 
thus creating the first stable occurrence of the tonic chord.  The tenor oscillates back 
to a D#, with the other notes combining to form a B major 7 chord, but this again 
resolves to the tonic chord, and the music momentarily rests there before fading. 
 
Bars 11 - 15 comprise subtle variations on the opening motives, and an increase in 
rhythmic activity due to the declamation of the text.  The musical texture is varied, 
with imitative lines for the tenor and bass, which are accented by interjections from 
the divided altos. A perfect cadence in the dominant is approached by contrary motion 
between the soprano and the tenor, but instead of this closing the section, the soprano 
melody continues with a lyrical melodic fragment, whilst the harmonic progression (I 
IV-V) means that the section ends on the dominant as opposed to in the dominant, 
which allows for the sopranos to maintain a strong sense of the tonal centre in order to 
accurately pitch their next entry.  
    
The  second  section  is  as  manna  came  from  heaven  to  earth,  and  celebrates  Elisa’s  life  
on earth.  The sopranos introduce the fugue subject, which is answered by the altos, 
                                                 
26 ‘Feliz  e  Solene’, 
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before being adopted by the tenors and finally the basses.  The first statement is 
interesting, in terms of the rhythmic displacement of the real answers, and the 
intervals at which they are set. The text which accompanies the fugal section - “um  
dia   nós   saímos”   – represents our journey through life and the way in which we 
construct our lives. The second statement occurs in reverse order, from bass to 
soprano, is stricter in its compliance with a fugal exposition, and the entries are two 
crotchet beats apart – this alone results in a marked increase of rhythmic activity, but 
given that the entries occur on the hemiola in the 3/2 time signature, this lends an 
even greater sense of activity and drives the music towards the cadence.  The first 
resting point is on the tonic chord of A major, but the repetition of this section is 
altered – the music rests on the tonic chord, which the ear expects, but then shifts to a 
flattened seventh chord of G major.  This shift heralds a harmonic progression, 
featuring combinations that are relatively distant in terms of their relation to the tonic.  
The G major chord, is proceeded by a C major chord, which is followed an F major.  
This  ‘white’  sound  is  in  sharp  contrast  to  the  relative  sharpness  of the former A and E 
major keys, and provides the backdrop to the soprano melody, which is reminiscent of 
the soprano melody which drew the first section to a close. However, the final note of 
the soprano melody, a G#, allows the dominant chord of E major to end the section.      
 
The third and final section is reminiscent of and inspired by early Church music and 
religious processions. Thus, the composer entitled this section “Louvação”,   with  
“Ladainha” as  a  subtitle  (meaning  “worship”  and  “litany”  respectively). The melodic 
material recalls the opening soprano melody, but is based on pre-existing cantus 
firmus. Thus, the melodic material was constructed using cantus firmi, which appear 
in the Liber Usualis27  Two cantus firmi were melded together to create the melodic 
contour, whilst the existing rhythmic pattern served to orientate the direction and 
impetus of the melody, this too was altered.  In addition to drawing inspiration from 
medieval sources, the parallel motion between the voices in this section also belies the 
composer’s  interest  in  medieval  music.  In  programmatic  terms,  this  section  describes  
something which comes, passes before us, and continues on past us.28   The composer 
                                                 
27 Collection of Gregorian Chant, from the Abbey of Solesmes, France.  
28 “É  algo  que  vem,  passa  por  nós,  e  segue.” 
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demonstrates this sentiment in his use of texture, and also the dynamic plan for the 
section, which begins with a pianissimo marking, with gentle crescendi aided as the 
texture is slowly built up until the music arrives at a fortissimo.  This process is then 
reversed, although the texture remains unchanged, as the music passes by us and 
continues on in the distance. 
 
Preparing for a performance of Maná will oblige the singers to have a good sense of 
ensemble and voice-leading, understanding their role in the context of the overall 
texture.  Thus, early music with frequent imitation may subsequently be easier for 
them to grasp, as a result of being introduced to this kind of polyphonic sensitivity in 
Maná. This should also complement the development of polyphonic awareness 
required for other items on the programme, such as the Biebl, the Rachmaninoff and 
the Mäntyjärvi. The parallel motion may be challenging in terms of intonation – from 
a teaching perspective, this can be prepared by asking the singers to sing simple 
melodies in parallel motion, and extending the exercises until they are able to sing the 
Maná’s   melodic   material   in   parallel   motion,   before   distributing   the   scores.  
Developing   the  singers’   skills   in   relation   to   singing in parallel motion should prove 
useful for other repertoire, such as the Kodaly and the Mäntyjärvi, which also make 
extensive use of parallel motion.  
 
Túrót Eszik a Cigány, Zoltán Kodály 
 
Zoltán Kodály (1882-1967) began his career composing chamber, orchestral and 
piano music, but later immersed himself so thoroughly in choral music that of his 
compositional legacy, choral works comprise approximately two thirds. (Stephens: 
1968) Kodály’s   music   may   be   considered   more   conservative   in   terms   of  
compositional style than that of Bartók, remaining somewhat closer in to Romantic 
music than many of his contemporaries (Cross, 1982). Kodály’s  compositional  style  
was described as somewhat inconsistent, in that depending on the genre, he tended to 
utilise different stylistic traits.  Thus, his religious music is described as being 
basically diatonic with chromatic inflections, whilst his settings of folksongs tend to 
be modal or pentatonic, complex due to the counterpoint within which they are set as 
opposed to the harmonic language, yet in other works he displays traits of 
impressionism, such as tone clusters (Stephens, 1968).  The impressionistic style may 
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be attributed to Kodály’s  discovery  of  Debussy’s  music,  and  his  contact  with  Widor  
whilst in Paris in the early 1900s. In Kodály’s  music,   “harmony is never an end in 
itself, but is always the result of the movement of the melody.” (Szollosy and 
Cushing, 1962:13) 
 
In 1910, Bartók was the pianist for an all-Kodály concert, which included the first 
string quartet. Kodály’s  Psalmus Hungaricus was premiered in 1923, and achieved 
world-wide acclaim.  Kodály’s   star   continued to rise with the premier of his opera, 
Hary Janos in 1926, and in 1928 Toscanini produced Psalmus Hungaricus at La 
Scala.  Psalmus Hungaricus is particularly relevant in terms of Kodály’s  later  works,  
as it was in 1923, when rehearsing for the premiere of Psalmus Hungaricus, which 
included  a  boys’  choir,  that  Kodály was inspired to arrange two folk songs for them, 
one of which was Túrót Eszik a Cigány (Stephens, 1968).  Kodály went on to arrange 
a vast quantity of folk songs, the settings of which Bartók described as “wonderful 
melodies in impeccable arrangements.”  (Bartók, 1947:250) 
 
Of his larger works, which are not based on folk songs, Psalmus Hungaricus (1923) is 
described  as  displaying  “a  full  mastery  of  orchestral  and  vocal  technique, synthesizing 
in  his  style  elements  of  both  Hungarian  and  Western  origin”  (Stephens,  1968:158) 
 
Túrót Eszik a Cigány is a lively folksong arrangement – although it was originally 
written for treble voices, Kodály also published a version for mixed voices.  This 
version begins with repeated fifths in the tenor and bass parts, with a rhythmic 
ostinato over which the melody begins with the soprano and alto voices an octave 
apart.  These repeated fifths may prove useful from a pedagogical perspective, in 
training intonation and specifically in terms of preparing the works by Petrassi, 
Mäntyjärvi and Calebe, all of which make extensive use of parallel fifths.  The 
harmonic language may prove initially challenging for an adult amateur choir, in 
terms of accurately pitching the second half of the A section, as the alto would 
probably be most secure thinking in G major, for their melody in bar 24, thus the 
chord provided by the male voices (an A in the bass and E in the tenor) may not be 
particularly helpful. The andantino section of Túrót Eszik a Cigány provides a 
dramatic contrast in this simple ternary form arrangement, with more lyricism in each 
part and simple harmonic language, which should not provide any major challenges. 
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The second time bar of the B section is somewhat surprising, ending not on a 
sonorous B minor chord, as per the previous cadence, but on an E major with a 
flattened seventh, in the second inversion.  This functions as a dominant chord with 
which the basses leap onto an A, reassuming their rhythmic ostinato, both of which 
are then adopted by the tenors, leading to the A section once again.     
 
No. 3 from Nonsense, Goffredo Petrassi 
 
The Italian composer Goffredo Petrassi (1904–2003), embraced many compositional 
styles during his lengthy career (Varga, 2011).  He trained as a chorister in Rome and 
studied under Bustini, thus his earlier works display the influences of Renaissance 
polyphony. His works up to 1932, naturally influenced by Casella and Hindemith, 
belong to the neo-classical school (Brindle, 1957). However, Petrassi continued to 
develop his compositional style as he embraced elements of his contemporaries – the 
compositional innovations of Stravinsky, in particular, had a significant influence on 
Petrassi. Throughout his composing career, Petrassi constantly strove to find new 
forms of expression, developing his style but carefully preserving elements which he 
considered his unique voice.  Petrassi enjoyed a long composing career, but despite 
having identified his own voice, he constantly strove to develop his style, 
incorporating various elements and devices, whilst also displaying his earlier 
influences, in particular his exposure to choral music.  “Stylistically, his music was 
always evolving.  Elements derived from Stravinsky, Orff, the early Italian baroque, 
Gregorian chant, and Renaissance polyphony gradually replaced the earlier influences 
of jazz and Hindemith.” (Strimple,   2005:186)   Petrassi’s  Coro di Morte heralded a 
change in his compositional style, in which he juxtaposed modes, tonality, and 
atonality simultaneously in various timbres – “the choral part departs very little from 
a modal language, the brass is confined to tonal and polytonal worlds, while the 
pianos freely move into the atonal sphere, but these disparate elements are welded 
into stylistic coherence by a rigorous and logical construction.” (Brindle, 1957:175) 
Goffredo Petrassi may be regarded as one of the most important and influential Italian 
composers of choral music in the twentieth century, with an output ranging from 
works for unaccompanied mixed chorus to large scale cantatas.  “Among his works 
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are some of the more significant Italian choral compositions of the century.” 
(Strimple, 2005:186)  
 As a choral composer, Goffredo Petrassi’s  setting  of  five  limericks  by  Edward  Lear;;  
Nonsense (1952) for unaccompanied mixed chorus may be regarded as one of his 
most important works. The five limericks were translated into Italian by Carlo Izzo in 
1946  from  Edward  Lear’s  ‘The  Book  of  Nonsense’  which  first  appeared  in  1846.  The  
work is dedicated to Luigi Colacicchi, the composer and conductor, and the choir 
which  he  founded,  the  ‘Coro  dell’Accademia  Filarmonica  Ro Maná’.29 The full work 
is relatively short, most performances of the five movements last for approximately 
ten   minutes.   Each   movement   is   an   independent   piece,   thus   extracts   of   Petrassi’s  
Nonsense are often performed as stand-alone works, both for concerts and 
competitions.     
 
The  third  movement,  ‘There  was  an  Old  Man  of  Cape  Horn’30 is in stark contrast to 
the first in style and atmosphere, with slow tempo and metronome markings (lento 
sonnolento, with 46/48 minim beats per minute).  The dark sliding vowels 
(legatissimo, vocale o scura) create a dark atmosphere in comparison to the rhythmic 
activity and punctuated chords of the first movement.  The harmonic language in this 
movement is atonal, with the accompanying soprano, tenor and bass parts maintaining 
ostinato figures, which again provide unity in addition to supporting the melodic alto 
line - which occupies an F# minor tonality - with careful voice-led entries.  The bass 
line slides from a C# up a fifth to G#, back to C#, then down a fifth to F#.  The tenor 
and soprano move up and down in fifths, starting on E and D respectively.  The 
staggered entries mean that the first triad occurs in the seventh bar, but the triads do 
not form traditionally consonant harmonies.  However, the melodic interest in the alto 
part is aided by  Petrassi’s  careful  voice-leading, as the alto entries on an A are always 
immediately preceded by a soprano A. Despite the slow tempo and darker 
atmosphere,   this  movement   is   also   humorous,  with   each   part   having   to   ‘yawn’   and  
                                                 
29http://www.treccani.it/enciclopedia/luigi-colacicchi_(Dizionario-Biografico)/                                 
‘Nel  1948  infatti  cominciò  l'attività del Coro dell'Accademia filarmonica romana(...)esibendosi in un 
repertorio che andava dai monumenti della polifonia cinquecentesca a dimenticate composizioni dello 
splendido Settecento musicale italiano(...), fino a musiche di autori contemporanei come Strawinskj, 
Poulenc,  Britten,  Hindemith,  Petrassi,  Dallapiccola  ecc.’ 
30 ‘C’era  un  vecchio  di  Rovigo’ 
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slide (sbadiglio) to convey the character of the old man, in addition to the theatrical 
element, as Petrassi instructs the singers to yawn obviously, with their hands covering 
their mouths (sbadiglio, mano alla bocca).  The dark atmosphere becomes even more 
mysterious in character from bar 28, with pairs of tenor and bass soloists oscillating 
between minor chords, sliding from fully sonorous root position chords of B minor, 
A# minor, B minor, G# minor A# minor and finally F# minor.  The movement ends 
with a touch of humour, with the three accompanying parts performing a long, 
staggered yawn. 
 
Kalinda, Syndey Guillaume 
 
Sydney Guillaume (born 1982), wrote Kalinda in 2003, whilst an undergraduate 
student of composition at the University of Miami.  Remarkably, Kalinda was the 
composer’s   first   choral   composition,   yet   it   has   been   performed   worldwide   and  
continues to enjoy great success.  
 
Guillaume was born in Haiti, and despite emigrating to the United States at eleven 
years of age, he continues to be inspired by his native folk music, citing groups such 
as Mizik Mizik, Boukman Eksperyans and the artist Beethova Oba as being 
particularly influential. His music is imbued with the complex rhythmic elements 
which are so characteristic of Haitian music.   
 
As a child, he began taking piano lessons in Haiti, and on moving to the United 
States, he had the opportunity to participate in diverse musical activities, such as the 
jazz band and the marching band.  His earlier compositions focused largely on music 
for piano, yet he also experimented with writing film music, including providing 
music for a play that was performed by the drama department in the Performing Arts 
Academy  which  he   attended.      In   terms  of  Guillaume’s   latest   involvement  with   film 
music, he has written scores for the non-profit creative media company, Loyola 
Productions, which aims to promote awareness of cultural and social justice.31 
 
                                                 
31 http://www.loyolaproductions.com/about-us.html 
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With regard to his involvement with choral music, Guillaume describes his experience 
of performing  Morten  Lauridsen’s  ‘O  Magnum  Mysterium’  in  Carnegie  Hall  whilst  in  
High School, as the catalyst which inspired him to participate in choral singing.  His 
subsequent involvement in singing choral music for eight voices, with close 
harmonies had an impact on the sound world his choral writing inhabits, which, when 
fused with the rhythmic patterns that he assimilated in Haiti, result in compositions 
such as Kalinda and N’ap  Debat (2010).   
 
The opening of Kalinda should give the impression that the performers are at a party, 
and thus the composer chose idiomatic informal Haitian greetings which are to be 
spoken between the singers, before the tenor and subsequent bass entries interrupt the 
chatter in order to introduce their opening motives, which are short, rhythmic phrases, 
in contrast to the sustained alto notes, and the more melodically active soprano line.  
 
The new thematic material is introduced again by the tenors, followed by the basses, 
which  also  brings  the  first  declamation  of  the  title,  ‘Kalinda’,  emphasised  by  a  perfect  
cadence to launch the new section (b.20). The male voices maintain a high level of 
rhythmic activity, whilst the female voices provide more sustained fragments, 
reinforcing harmonic progressions.    
 
At bar 33, the sopranos take over, with melodic material tonally centered in Ab major, 
whilst the altos continue to enliven the texture with syncopated rhythmic activity 
which is harmonically supported by a strong ascending bass line. 
 
The sopranos and tenors share the next melodic idea, beginning in bar 46.  Although 
remaining in the Ab major/F minor tonal sphere, the melody is refreshed by the usage 
of  chromatic  alterations.     This   leads  into  the  dramatic  ‘victory  cry’  (Ayibobo) at bar 
53, whereby the written ritardando allows the subsequent vocal effects such as 
glissandi  and  a  sustained  ‘shh’  sound  not  only  add  to  the  sense  of  drama  and  jollity,  
but also to act almost as a division, heralding new thematic material.   
 
The time signature changes from 6/8 to 4/4, with the basses and then tenors providing 
both harmonically stable and rhythmically vibrant material, to which the soprano 
introduces more melodic material.  The altos take precedence from bar 73, until bar 
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77, whence the female voices begin a staggered note cluster (F, E, Eb, D, Db, C, Bb, 
G) which then clears to a staccato open fifth in bar 84.  This is repeated, but the 
second time, the tenors provide tonal clarity with an Ab, forming a chord of F minor.  
The altos then repeat their previous melody, lending unity to the section.  Guillaume 
explains  that  he  writes  with  the  intention  of  giving  each  voices  something  ‘fun’  to  do,  
and describes this alto motif as being one of the more enjoyable themes in the work.   
 
The drive to the climax begins at bar 95.  A lively soprano melody is further agitated 
by constant complex rhythmic activity in the lower voices.  The ascending sequence 
from bar 105, beginning at a very soft dynamic level which gradually increases, 
leading to the final statement where - for the first time - the voices are in rhythmic 
unity, providing a very strong and dramatic ending. The text at this point is interesting 
in terms of its cultural context – the  ‘zo  po  dop  pop’  pattern  is  found  in  a  great  deal  of  
Haitian pop music, thus its integration in Kalinda serves  to  reinforce  the  composer’s  
background and influences. This sequence ends with an F minor chord, but the final 
exclamation,   a   reprise   of   the   ‘victory   cry’,   is   harmonically   ambiguous,   featuring   a  
cluster of F, G, Ab and C.   
 
Kalinda was considered an appropriate choice of repertoire primarily because of the 
rhythmic complexity which afforded many teaching opportunities.  Guillaume advises 
that choirs should begin to learn the rhythmic patterns slowly and accurately, and 
should then gradually increase the tempo.  The chromatic movement may also be 
considered helpful in preparing the singers for performing the symmetrical scales 
found in Mäntyjärvi’s  Canticuum Calamatatis Maritimae. 
 
2.3.1 Initial Assessments 
 
2.3.1(a)Quantitative Assessments: 
 
The quantitative assessment component comprised two assessments, which each 
singer was asked to complete prior to their first rehearsal, a sight-reading assessment 
and a dictation assessment. 
  
 63 
 
The sight-singing assessment32 was comprised of two short sight-reading exercises - 
which were published as part of Kodály’s  Choral  Method  - both of which each singer 
was asked to attempt without any accompaniment.  The starting pitch was given, and 
the singers were instructed to sing to any syllable they wished.   
  
The first excerpt   was   exercise   315   from   the   ‘333   Reading   Exercises’   by   Kodály 
(1941/1972).    The  second  excerpt  was  exercise  52  from  ‘100  Cherubissian  Melodies’,  
also by Kodály (1961/1972).  Kodály described the 333 Reading Exercises as being 
“restricted to the beginner’s  level”,  (Kodály, 1961/1972:1), thus, these exercises may 
be considered appropriate for a mixed-level group, which comprises a number of 
beginners, whilst they may be considered within the capabilities of those who have 
previous musical training.    
 
The sight-singing assessments were graded according to a positive marking scheme, 
which was applied to the accuracy with which each individual pitch and rhythmic 
value was executed. The data was thus analysed in terms of both rhythmic and 
melodic accuracy, which were awarded accordingly to the following marking scheme: 
  
Rhythm: 
Pulse: 
a) Little/No sense of pulse (award 0-2 marks) 
b) Weak sense of pulse = (award  2-4 marks) 
c) Some sense of pulse = (award  4-6 marks) 
d) A good sense of pulse = (award  6-8 marks) 
e) A strong sense of pulse = (award 8-10 marks) 
Rhythm 
a) Little/no rhythmic accuracy (award 0-2 marks) 
b) Little rhythmic accuracy (award 2-4 marks) 
c) Some rhythmic accuracy (award 4-6 marks) 
d) Rhythms mostly accurate (award 6-8 marks) 
e) Good rhythmic accuracy (award 8-10 marks) 
Pulse – maximum = 10 
                                                 
32 See appendices, p.213 
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Rhythm – maximum = 10  
Singers may be awarded a maximum of 20 marks, which were divided in order to be 
weighted evenly with melodic accuracy. 
 
Melody: 
1. Little/no pitch accuracy, melody may be unrecognisable (award between 0-2) 
2. Little pitch accuracy, but ability to follow some contours (award between 2-4) 
3. Some pitch accuracy, ability to follow some contours. (award between 4-6) 
4. Good pitch accuracy, good sense of melodic contour. (award between 6-8) 
5. Excellent pitch accuracy, excellent sense of melodic contour. (award between 
8-10)  
Melodic accuracy - maximum of 10 marks  
 
These scores were subsequently combined to give an overall score and converted to 
percentage values.  
 
The initial dictation test was taken from the 2011 Junior Certificate Music 
Examination (Higher Level), devised by An Roinn Oideachas33.  The Junior 
Certificate Music Examination is an Irish State Examination, which assesses the 
Junior Certificate Music Curriculum.  The participants were given a copy of the 
question as it appears on the examination paper, and the printed English instructions 
were explained in Portuguese.   
 
The dictation comprised a four bar melody34, in which the first bar was given, thus the 
participants needed to add the remaining three bars, writing both the rhythmic pattern 
and the melody.  The melody was played five times, with a pause after each playing, 
in accordance to the instructions given by An Roinn Oideachas.  The pulse, tonic 
chord and starting pitch were given before each playing.  The pulse continued for the 
duration of the first two playings, whereas the subsequent three playings were without 
a continuous pulse. 
 
                                                 
33 An Roinn Oideachas is the Irish Department of Education. 
34 See appendices, p.211 
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The dictations were assessed according to the marking scheme provided by An Roinn 
Oideachas for examiners35.  
 
2.3.1(b): Qualitative Assessments: 
 
The singers were asked to complete a questionnaire36 before beginning their first 
rehearsal.  The questionnaire used a five point Likert Quality Scale, a five point Likert 
Importance Scale, and a five point Likert Agreement Scale, in order to quantify the 
responses of the singers.  
 
The Initial Questionnaire:  
 
The first part of the questionnaire was constructed in order to gather personal data.  
Due to the employment of the aleatory method of sample selection, details such as 
age, profession and previous musical experience were not known prior to collecting 
the data in the form of a questionnaire.   
 
It was considered important to understand the various musical backgrounds of the 
singers, so that the rehearsals could be aimed at the most appropriate level.  It was 
also considered important to ascertain whether the sample comprised people who had 
little or no previous musical instruction – in which case, the rehearsals should be 
planned and executed in such a way as to help those with little experience, whilst 
challenging those who already enjoy a high level of musicianship. Although members 
of the sample group may have previously participated in choirs that did not place a 
significant emphasis on skills such as musical literacy, details such as blend and 
balance, phrasing and intonation would probably be issues with which they were 
familiar.   
 
The questions regarding whether the singers also play instruments or have formally 
studied music were deliberately separated,  to  allow  for  those  who  may  play  ‘by  ear’,  
or who have taught themselves an instrument (such as guitar, for example) without 
engaging in formal musical instruction.  In the case that the singers had previously 
                                                 
35 See appendices, p.212 
36 See appendices, p.214 
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had formal musical instruction, it was important to ascertain which level the singers 
had reached.  The questionnaire provided the participants with options to select to 
what level they had studied according to the national conservatory programme. As the 
requirements for each level in the conservatory are in accordance with national 
guidelines, it is possible to asses the training that singers have had, as each level 
requires certain musical proficiencies, regardless of the specific instrument studied. 
For example, under the current (2012-2013) guidelines37, students taking the Grade 2 
or Grade 3 level exams must be able to complete melodic and rhythmic dictations, 
identify harmonic progressions, detect and correct errors in a harmonic progression 
and construct chords from a given starting pitch.  For the 8th grade, students must be 
able to add a lower harmony line to an existing two-part excerpt, complete a melodic 
dictation, identify triads as major, minor, diminished or augmented, in addition to 
stating their inversions, and to identify a harmonic progression.  
 
Questions 6-10 formed the basis of the personal qualitative assessment.  In order to 
ascertain the areas on which the rehearsals should focus a series of Likert scale were 
used  to  determine  the  choristers’  perceptions  of   their  current levels of sight-reading, 
dictation and vocal technique, after which the participants were asked whether these 
were skills which they would like to improve.   
 
The final question of this part of the questionnaire was designed to ascertain the 
singers’ current engagement with choral music.  The repertoire which formed the 
basis for the first programme was largely comprised contemporary music, although 
this was not confined to any one genre.  Thus, it was an aspiration that there may be 
an increase in participants choosing contemporary choral music as their preferred 
genre, or, in the case that the singers did not have an opinion or did not listen to choral 
music prior to participating in the rehearsals, that they would develop a greater 
understanding of choral music during the course of the rehearsals.   
 
The second part of the questionnaire was to be completed anonymously, as it was 
feared that identifying the individual responses may have resulted in the singers 
                                                 
37 Details of the requirements for each level at the conservatories can be found at http://www.cmacg.pt/ 
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feeling inhibited, and under pressure  to  select  what  they  felt  was  the  ‘right’  answer,  as  
opposed to selecting the statement with which they most identified.   
 
Initially, the questionnaire focused on the warm-up component of choral rehearsals. 
The first question was designed to ascertain how the singers view warming up, 
particularly in a group situation.  The responses could also demonstrate the singers’ 
perceptions regarding the function and aim of the overall rehearsal, and the role which 
they and the conductor play in choral rehearsals. For singers selecting the first option, 
it would appear that in their opinion, the aim of the choral rehearsal should be for 
actually rehearsing repertoire – the singers arrive ready to sing, and do not need any 
guidance from the conductor.  The second option could demonstrate that singers feel 
that the warm-up conducted in the rehearsal is not sufficient; they feel that they need 
to warm-up individually to ensure that they have worked on their own problem areas, 
before participating in a short group warm-up in order to develop an ensemble sound.  
The third option may be interpreted as demonstrating greater trust in the conductor 
and the ensemble, that the singers selecting this option do not feel the need to do any 
specific vocal exercises before coming to the rehearsal, as they trust that the warm-up 
prepared by the conductor will be sufficient. Alternatively, this option could be the 
most appropriate option for singers with less choral and/or vocal experience, as 
perhaps they would not have sufficient training in order to do their own warm-up 
prior to the rehearsal, and are thus dependent on the conductor.  The singers were also 
given the opportunity to express that they felt the warm-up  was  ‘unnecessary’,  whilst  
the final option allowed the singers to write their own response to the question.  
  
The second question ascertained the importance of possible functions of the warm-up, 
according  to  the  singers’  personal  opinions,  using  a  Likert  scale  to  rate  the  importance  
of some of the main elements which may comprise the warm-up component of the 
rehearsal.   The   first   option,   ‘to   prepare   the   voice   for   singing’  was   perhaps   the  most  
obvious function, and one which singers may automatically associate with warming 
up.  The second option, to improve vocal technique, is perhaps not as straight-
forward, as singers may differ in their views regarding the possibility of improving 
individual vocal technique through a group warm-up.  Others may feel that this is not 
an important part of the warm-up – that singers should perhaps already possess a 
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certain technical level, and thus not require a great deal of technical guidance during 
the warm-up. 
 
With regard to improving intonation during the warm-up, this can be attributed in part 
to using correct technique, and is also linked to some other options in this question, 
regarding ear-training, blend and balance.   
 
As each ensemble is different, blend and balance and the type of work needed to 
improve these elements varies with each choir.  Blend and balance are considered to 
be important elements in the foundation of a good choral sound, thus focusing on 
these elements may be viewed as vitally important.  Whether this work is important in 
the warm-up may be regarded as a more specific question, as there is the possibility 
that some singers would feel that blend and balance should be treated whilst 
rehearsing specific pieces in the repertoire, and thus should not be regarded as an 
important component of the warm-up.  
 
The next three options were deemed very pertinent with regard to the rehearsal 
techniques which were to be employed.  Elements such as improving musical literacy, 
mechanical details such as harmonic progressions, rhythmic patterns and ear training, 
may not be regarded as being very important for singers who already possess a high 
level of musicianship.  However, for singers who have not had the opportunity to 
study music formally, or who have little ensemble experience, these elements could 
prove to be very important to them. As many of these elements may be frequently 
addressed during the course of the rehearsal, for example, a new rhythmic pattern, or 
a complex harmonic progression may not be introduced by the conductor until the 
singers encounter the particular phenomenon in the repertoire, it was considered 
relevant to ascertain whether the singers would regard these elements as important 
functions, specifically in terms of their inclusion in the warm-up component of the 
choral rehearsal. 
 
Isolating and preparing anticipated difficulties which singers may potentially 
encounter in the repertoire may also have been a relatively new strategy for many 
singers, particularly those who have previously sung in choirs who enjoy a high level 
of musicianship – in these cases, the problematic sections could potentially be 
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corrected significantly faster than with an amateur choir comprised of less 
experienced singers.  There also existed the possibility that singers with less 
experience, and who may acknowledge that it could be more efficient to treat the 
potentially difficult passages in isolation before incorporating them into the repertoire 
– would feel that this type of work was not an important function of the warm-up, but 
that it should form part of the body of the rehearsal, addressed directly before or 
during the rehearsal of the specific piece which contains these passages.  
 
The importance attached to creating an atmosphere of productivity for the rehearsal 
may also correspond to the number of singers with a great deal of choral experience, 
and those with less experience.  Those with more experience may not need the same 
level of support from the conductor, and may not consider the atmosphere of the 
rehearsal as being vitally important.   
 
The questionnaire then focused on the most efficient ways to rehearse a new piece, in 
the  participants’  personal  opinions.     The   first   question in this group ascertained the 
participants’   previous   experiences; by asking them to describe how they had 
previously rehearsed/how they currently rehearse with other choirs.  The second part 
gave the singers the opportunity to suggest what they consider to be the most efficient 
way to rehearse a new work.  It was considered pertinent to gather this information, 
primarily to gain an understanding of what may be considered most common practice 
in terms of the experience held by these specific singers, and also in terms of 
comparing whether the participating singers agreed with the way in which new 
repertoire was introduced, or if they wished to experiment with another approach to 
efficiently learning new repertoire.  The first and third options given were relatively 
similar, starting at the beginning, and stopping whenever problems occur.  The second 
and fourth options were also related, with one major difference.  In the second option, 
the singers would have been given the opportunity to gain an overall perspective of 
the piece before working on specific challenging passages, which may be considered 
beneficial, as the singers may thus have an understanding of the overall sound world, 
and how the specific passages on which they were isolating related to the overall 
work.   However, the fourth option – and the way in which the repertoire was 
prepared in terms of the rehearsal techniques employed – meant that the problematic 
passages would first be isolated, experienced, explained, and then integrated, so that 
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the singers would know the specific pattern, know its context, and then be able to 
apply this knowledge to the specific repertoire.      
 
The next questions concerned   the   participants’   previous   knowledge   of   the   Kodály 
Concept of Music Education.  It was considered important to know how many of the 
participants were previously aware of or familiar with the concept, and also, in the 
case that they had previous experience of the concept, with what elements they were 
familiar.  It was observed, based on the literature regarding the Kodály Concept of 
Music Education and the Portuguese system of music education, that teaching 
methodologies based on the Kodály Concept of Education are not widely used in 
Portugal in comparison to some other European countries, perhaps in part due to the 
use of fixed do in Portugal. The participants were also asked if they were interested in 
learning more about the Kodály Concept of Music Education. 
 
A Likert Agreement Scale was employed in   order   to   ascertain   the   participants’  
opinions regarding the potential benefits of using methodologies based on the Kodály 
Concept of Music Education during the choral rehearsal.  
 
The questions focused on what could be considered to be a selection of the most 
fundamental methodologies which were to be used during the rehearsals, namely the 
usage of moveable do, the rhythmic mnemonics associated with the teaching methods 
in accordance with the Kodály Concept of Music Education and Kodály’s  tenet   that  
the singers should progress systematically from what is known and prepared to the 
unknown, in the case of new repertoire.  
 
In the case of moveable do, and its influence of intonation, the questions varied from 
using moveable do in isolation to train intervals, to whether the singers agreed that 
using moveable do consistently could have a positive effect on intonation and the 
level of sight-reading for an adult amateur choir.        
 
With regard to the rhythmic mnemonics associated with the methodologies based on 
the Kodály Concept of Music Education, the singers were asked whether they agreed 
that using these mnemonics as a rehearsal technique could lead to improved rhythmic 
accuracy for an adult amateur choir.   
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Incorporating both rhythmic and melodic elements, the singers were asked to what 
extent they agreed that using methodologies associated with the Kodály Concept of 
Music Education could have a positive effect on the level of dictation and aural skills 
amongst the singers of an adult amateur choir.   
 
The singers were also asked whether they agreed that isolating and preparing 
potentially problematic passages could lead to a more accurate first reading of a new 
piece with an adult amateur choir. It was predicted that there may be a dichotomy in 
opinion between this question and the previous question regarding the most efficient 
way to rehearse a new piece.  Ideally, there would be a strong correlation between 
both questions, but there also existed the possibility that the singers would select 
different answers for both questions.   
 
The final question in this group could perhaps have been considered controversial, as 
it required singers to specify to what extent they agreed that it is beneficial to 
incorporate moveable do in a fixed do tradition.  It was possible that some singers 
may have interpreted this statement as a criticism of the current pitch system in 
operation in Portugal, and that wishing to incorporate another system implied that the 
current system is somewhat flawed.     
 
The following section of the questionnaire addressed whether singers feel that they 
can significantly improve their levels of musical literacy and vocal technique, 
exclusively through choir rehearsals.  If this were the case, this could also have socio-
economic consequences – if choral rehearsals can bring these benefits to singers, it is 
possible that choral rehearsals which use rehearsal techniques based on the Kodály 
Concept of Education could be a viable method of developing and improving these 
skills in a community setting, without the financial outlay of individual lessons.  
These questions will be repeated in the final questionnaire, to measure whether the 
opinions of singers have shifted during the course of the rehearsals.  In relation to 
musical  literacy,  it  will  be  interesting  to  see  if  the  singers’  opinions  change  during  the  
course of the rehearsals.  With regard to vocal technique, this question is not intended 
to imply that individual vocal tuition is unnecessary, but rather that singers can 
significantly improve their technique, even without having individual tuition.   
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In order to measure how important the singers perceive certain musical aspects when 
rehearsing a new piece, a Likert importance scale was employed.   It could be 
suggested that all elements are of equal importance, but this question aimed to 
measure whether the singers place a greater emphasis on certain elements as opposed 
to others – and the results may also demonstrate how they feel the learning should be 
sequenced in terms of prioritising certain elements.  However, as the responses are to 
be rated in accordance with a Likert scale, the participants also have the option of 
demonstrating that in their opinion, all of the featured aspects should merit equal 
importance.  
 
The final question concerned how the singers feel about elements of the choral 
rehearsal, to understand what the most enjoyable aspects of the rehearsal are, and also, 
what are the least enjoyable aspects of the rehearsal in their opinions.     
 
2.3.2a: Quantitative Final Assessments: 
 
At the end of the term of work, the singers were required to participate in dictation 
and sight-reading assessments, so that the results could be compared in order to 
measure whether any improvement could be perceived. 
 
It was considered vitally important that the standard of the second assessment was 
equal to or higher than that of the first.  With regard to dictation, the participants were 
given another question which appeared on the Irish Junior Certificate Music 
Examination.38  Thus, the marking scheme, the structure and the standard of the 
question was equal to that of the initial assessment.  
 
With regard to sight-singing, it was decided that the assessments would be chosen 
from the same collections as the first39 – namely  Kodály’s   ‘333 Reading Exercises’ 
and his ‘100 Cherubissian Melodies’.  As the exercises are graded sequentially, the 
exercises chosen may be regarded as marginally more difficult than the initial 
exercises. Thus,  the  singers  were  required  to  perform  number  317  from  ‘333  Reading  
                                                 
38 See appendices, p.229 
39 See appendices, p.231 
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Exercises’,  and  number  56  from  ‘100  Cherubissian  Melodies’.   The assessments were 
conducted under the same conditions as the initial assessments, and the same marking 
scheme was employed.  
 
2.3.2b: Qualitative Assessments – Final Questionnaire 
 
This questionnaire40 was given to the singers at the end of the tenth rehearsal, in order 
to ascertain whether they themselves perceive any difference in their current standards 
in comparison to the level which they indicated in their initial self-assessments before 
beginning the rehearsals.   
 
The initial part of the questionnaire required the singers to identify themselves, in 
order   to   facilitate   comparisons   between   each   individual’s   current   opinion   and   their  
previous opinions.   
 
The first six questions focused on three key areas – sight-reading, dictation and vocal 
technique.  Using a Likert scale, the singers were asked to choose the option which 
best describes their current levels of sight-reading, dictation and vocal technique. The 
singers were also asked to identify to what extent – if any - these skills improved as a 
result of their participation in the choir rehearsals.  The final question in the first part 
of the questionnaire asked the singers to choose their favourite type of choral music.   
As the repertoire on which the singers were concentrating during the term of work 
was exclusively 20th and 21st century repertoire, it was considered interesting to see if 
there would an increase in participants choosing this option as their favourite type of 
choral music.  
  
The second part of the questionnaire was presented separately, as it was considered 
that this part should be anonymous, to give the singers more freedom in their 
responses. The first question focused on the warm-up, in order to ascertain whether 
the singers believe that the group should warm-up together – whether as a supplement 
to their own individual warm-up or as the sole responsibility of the conductor, or if 
the warm-up should not form part of the choral rehearsal. 
                                                 
40 See appendices, p.232 
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 The second question was devised in order to measure the importance which singers 
placed on each aspect of the warm-up.  This question was also presented in the same 
format in the previous questionnaire, so that the responses could be compared, and 
any  difference  in  opinion  which  may  be  attributed  to  the  singers’  participation  in  the  
project could be measured. This  was  followed  by  the  singers’  assessment  of  how  the  
warm-up component of the rehearsal was managed specifically during these choral 
rehearsals.     Using   a   Likert   scale,   the   singers’  were   asked   to   rate   how   effective   the  
warm-up was in achieving the principle objectives of the warm-up. 
   
The next question was also presented in the same format in the previous 
questionnaire, regarding the best way in which to rehearse a new work.  Again, it was 
possible to compare the   singers’   initial and final responses, to assess whether there 
was any change in their opinions, after experiencing the way in which new works 
were introduced during these rehearsals.  In terms of assessing the way in which the 
new works were introduced, the singers were subsequently asked to evaluate the way 
in which new pieces were introduced during these rehearsals, using a Likert quality 
scale.  
 
The questionnaire then focused on the possible benefits of using rehearsal techniques 
based on the Kodály Concept of Music Education.  The singers were asked to 
consider ten statements, and using a Likert agreement scale, to select to what extent 
they agreed with each of the statements.  
 
The questions concentrated on whether the singers felt that their musical skills and 
vocal technique could significantly improve, solely through participation in a choir 
using these rehearsal techniques.  The singers were asked to consider whether it 
would be possible for people in general to improve, and then to consider whether they 
themselves felt that they could improve their own levels of vocal technique, in 
addition to their musical skills.  
  
The following question was designed to assess whether the singers felt that using 
rehearsal techniques based on the Kodály Concept of Music Education positively 
influenced certain aspects of choral singing, such as rhythmic precision.  Using a 
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Likert agreement scale, the singers were asked to what extent the rehearsal techniques 
positively influenced a variety of aspects, from vocal technique to aural training.  
 
The singers were then asked to choose which of the pieces they preferred.  The entire 
programme was not included, merely the works with which the singers were most 
familiar at the time of writing.  
In   order   to   gather  more   specific   information   regarding   the   singers’   opinions   of   the  
rehearsal techniques, they were asked to consider which of the methods used during 
the rehearsals was the most useful, and also which was the least useful.  They were 
also asked to identify which of the methods used was the most difficult for them to 
grasp, and which was the easiest. Finally, they were asked which of the methods used 
was the most enjoyable, and conversely, the least enjoyable.  In order to somewhat 
structure the responses, the singers were given five options.  Four of the options were 
based on predictions of what the singers may choose – using the rhythmic mnemonics 
associated with the Kodály Concept of Music Education; using moveable do; using 
exercises which are associated with the Kodály Concept of Music Education and 
isolating and preparing potentially difficult passages before introducing the score, 
which is the way in which Kodály’s   ‘sound  before  sight’   tenet  was  executed  during  
the rehearsals.  The fifth option was left open, and the participants were asked to 
explain, if their opinion was not one of the options listed. These responses may be 
used as a guide towards further developing the rehearsal techniques, if there is a 
correlation between certain aspects which proved particularly difficult or less 
enjoyable for several of the participants. 
 
2.4 The Rehearsal Process:  
 
A number of objectives were identified prior to beginning rehearsals, including 
developing  the  choristers’  ability to:  
i. recognise, reproduce and identify diatonic intervals; 
ii. recognise, reproduce and identify rhythmic patterns comprising semibreves, 
dotted minims,  minims, dotted crotchets, crotchets, quavers and semiquavers; 
iii. distinguish between simple and compound time signatures; 
iv.  maintain intonation in polyphonic music  
v. notate simple diatonic phrases 
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In addition to achieving these aims, preparing the chosen repertoire for a concert 
performance was also a priority.  Each rehearsal was planned and subsequently 
evaluated in a diary format.41 
 
Each score was prepared for the singers, with the solfa indicated, and any changes to 
the do position were also clearly marked.  When the singers were being introduced to 
rhythmically challenging music, they were given a simplified score.  For example, 
Kalinda was written in 3/4 time instead of 6/8 for the first reading, in order to achieve 
rhythmic accuracy with familiar note values42.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
41 The Rehearsal Schedule and Diary are included in the appendices 
42 See appendices 
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CHAPTER THREE: 
 
3.1 RESEARCH METHODS 
 
In order to accurately assess the viability of the application of rehearsal techniques 
based on the Kodály Concept of Music Education, quantitative and qualitative 
assessment procedures were used with the choir members. The tests were conducted 
in two stages - once at the very beginning, prior to the first rehearsal - and the second 
at the end of the term of work. 
 
The term of work was not determined by the potential amount of time the choir would 
need to perform the entire concert programme, rather the potential amount of time it 
would take to introduce singers to the repertoire, and to teach them the necessary 
skills in order for them to be able to perform the entire programme. Due to time 
constraints in terms of research and data collection, this period was limited to ten 
ninety minute rehearsals over a period of twelve weeks. 
 
It was hoped that there would be a minimum of twenty-four participants, whose 
voices could be equally distributed between soprano, alto, tenor and bass parts, and 
that the demographic details of the participants would be significantly varied, in terms 
of previous choral experience, musicianship levels and age, whilst maintaining a 
healthy gender balance.  
 
The quantitative assessments aimed to demonstrate any changes in musicianship 
skills, which could be attributed to the rehearsal techniques used.  The first task in 
terms of the quantitative assessment required all singers to sing two short excerpts at 
sight.  The second assessment was a melodic and rhythmic dictation, whereby the 
choristers heard a short phrase on piano – played five times - and were asked to notate 
it.  These assessments were conducted in order to serve as a record of the standard 
held by the participating singers before the rehearsals began.  The test was repeated at 
the end of the term of work, and the results compared to the initial test results, to 
determine whether there was any improvement in the standard of sight-singing and 
dictation as a result of the rehearsal techniques based on the Kodály Concept of Music 
Education used during the term of work.   
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The   qualitative   assessments   were   used   to   gain   an   understanding   of   the   singers’  
opinions regarding rehearsal techniques, in particular relating to whether they felt that 
rehearsal techniques based on the Kodály Concept of Music Education can be 
beneficial, in terms of developing skills such as sight-reading and dictation.  The 
questionnaire was repeated at the end of the term of work, in order to ascertain 
whether   there   had   been   any   shift   in   the   singers’   opinions   regarding   the   Kodály 
Concept of Music Education, and also in relation to their self-assessment of their 
levels of sight-reading, dictation and vocal technique.   
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3.2: Results of Initial Quantitative Assessments: 
 
3.2.1a: Results of Initial Dictation Assessment: 
 
 
 
 
 
 
3.2.1b: Results of Initial Sight-Reading Assessment: 
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3.2.2 Results of Initial Qualitative Assessments:  
 
3.2.2a: Gender Distribution: 
38%
62%
1
2
1:  38% of participants are male; 
2:  62% of participants are female. 
 
3.2.2b: Breakdown of Participants who are involved in Music: 
  
52%
48% 1
2
 
 
1:  52% of participants are currently studying or working in music. 
2:  48% of participants are not currently studying or working in music. 
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3.2.2c: Breakdown  of  Participants’  Professions: 
 
42%
10%10%
38% 1
2
3
4
 
 
1:  42% of participations are music students. 
2:  38% of participants are involved in other professions. 
3:  10% of participants are studying in areas other than music. 
4:  10% of participants are currently working in the music field. 
 
 
 
3.2.2d: Previous Choral Experience: 
 
86%
14%
1
2
 
 
1:  86% of the singers have previously sung in a choir. 
2:  14% of the participants have never sung in a choir. 
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3.2.2e: Previous Musical Experience:  
 
95%
5%
1
2
 
 
1:  95% of participants have had some form of musical tuition. 
2:  5% of participants have not received any form of musical tuition. 
 
 
 
 
3.2.2f: Breakdown of the levels of musical tuition which the participants have  
received:  
 
20%
35%15%
10%
10%
5%
5%
1
2
3
4
5
6
7
 
 
1:  20% have taken/are completing a degree in music.  
2:  35% have completed the 8th conservatory grade or its equivalent 
3:  15% of participants completed the conservatory grade 2 
4:  10% of participants had primary school music 
5:  10% of participants completed conservatory grade 3  
6:  5% of participants are amateur musicians 
7:  5% of participant have completed the 7th conservatory grade 
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3.2.2g: Participants’  previous  experience (instrumental tuition): 
 
81%
19%
1
2
 
 
1:  81% of participants have experienced some form of instrumental tuition. 
2:  19% of participants have not experienced any form of instrumental tuition.   
 
 
 
3.2.3: Self-Assessment of Current Levels:  
 
3.2.3a: Self-Assessment of Sight-Reading: 
 
 
 
1:  28.5% of participants described their level of sight-reading as very poor. 
2:  19% of participants described their level of sight-reading as poor. 
3:  28.5% of participants described their level of sight-reading as fair. 
4:  19% of participants described their level of sight-reading as good. 
5:  5% of participants described their level of sight-reading as excellent. 
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3.2.3b: Interest in improving levels of sight-reading:  
 
100%
1
 
 
1:  100% of participants stated that they would like to improve their levels of 
sight-reading.  
 
 
 
 
3.2.3c: Self-Assessment of Dictation:  
 
 
 
1:  24% of participants described their level of dictation as very poor. 
2:  19% of participants described their level of dictation as poor. 
3:  33% of participants described their level of dictation as fair. 
4:  19% of participants described their level of dictation as good. 
5:  5% of participants described their level of dictation as excellent.  
 
 
 
 
 
 
0 
5 
10 
15 
20 
25 
30 
35 
Percentages 
1 2 3 4 5 
Likert Quality Scale 
 
 85 
 
3.2.3d: Interest in improving levels of dictation: 
 
 
 
100% of participants wished to improve their levels of dictation. 
 
 
 
 
 
 
3.2.3e: Self-Assessment of Vocal Technique: 
 
 
 
1:  14% of participants described their level of vocal technique as very poor. 
2:  5% of participants described their level of vocal technique as poor. 
3:  29% of participants described their level of vocal technique as fair. 
4:  38% of participants described their level of vocal technique as good. 
5:  14% of participants described their level of vocal technique as excellent. 
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3.2.3f: Interest in improving levels of vocal technique: 
 
 
 
100% of participants wished to improve their level of vocal technique. 
 
 
 
 
3.2.3g: Favourite Genres of Choral Music: 
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1:  14% of participants preferred Renaissance music.  
2: 10% of participants preferred Baroque music. 
3:  5% of participants preferred Classical music 
4:  14% of participants preferred Romantic music 
5:  10% of participants preferred 20th/21st Century music 
6:  0% of participants preferred arrangements of traditional music, negro  
spirituals/gospel music 
7:  42% of participants had no preference. 
8:  5% of participants do not listen to choral music 
 
 
100% 
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3.2.4 – Rehearsal Issues: 
3.2.4a:How do you feel the warm-up should be   managed for a choir rehearsal? 
 
 
 
1: 0% of participants agreed that the warm-up should be done individually, prior 
to arriving for rehearsal. 
2: 71% of participants agreed that the warm-up should be done individually, with 
one or two group exercises at the beginning of the rehearsal. 
3: 29% of participants agreed that the warm-up should be done collectively, as 
the responsibility of the conductor. 
4: 0% of participants agreed that the warm-up was unnecessary.   
5: 0% of participants selected  ‘other’.    
 
3.2.4b. Functions of the Warm-Up: to prepare the voice for singing:  
 
 
 
1: 0% of participants agreed that this was very unimportant. 
2: 0% of participants agreed that this was unimportant. 
3: 0% of participants agreed that this was neither important nor unimportant 
4: 29% of participants agreed that this was important. 
5: 71% of participants agreed that this was very important.   
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3.2.4c: Functions of the Warm-Up: to improve vocal technique: 
 
 
 
1:  0% of participants agreed that this was very unimportant. 
2: 5% of participants agreed this was unimportant. 
3: 10% of participants agreed this was moderately important. 
4: 56% of participants agreed this was important 
5: 29% of participants agreed this was very important. 
 
 
3.2.4d: Functions of the Warm-Up: to promote good intonation during the 
rehearsal:  
 
 
 
1: 0% of participants agreed that this was very unimportant. 
2: 0% of participants agreed that this was unimportant. 
3: 14% of participants agreed that this was moderately important. 
4: 33% of participants agreed that this was important. 
5: 53 % of participants agreed that this was very important.  
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3.2.4e: Functions of the Warm-Up: to improve blend and balance within the 
ensemble: 
 
 
 
1: 0% of participants agreed that this was very unimportant 
2: 0% of participants agreed that this was unimportant. 
3: 10% of participants agreed that this was moderately important.  
4: 43% of participants agreed that this was important 
5: 47% of participants agreed that this was very important. 
 
 
3.2.4f: Functions of the Warm-Up: to work on musical literacy skills: 
 
 
 
1: 5% of participants agreed that this was very unimportant. 
2: 33% of participants agreed that this was unimportant.  
3: 33% of participants agreed that this was moderately important. 
4: 24% of participants agreed that this was important. 
5: 5% of participants agreed that this was very important.  
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3.2.4g: Functions of the Warm-Up: to work on details such as harmonic 
progressions and rhythmic patterns: 
 
 
 
1: 0% of participants agreed that this was very unimportant. 
2: 14% of participants agreed that this was unimportant.  
3: 33% of participants agreed that this was moderately important. 
4: 43% of participants agreed that this was important. 
5: 10% of participants agreed that this was very important. 
  
 
 
3.2.4h: Functions of the Warm-Up: aural training: 
 
 
 
1: 0% of participants agreed that this was very unimportant. 
2: 0% of participants agreed that this was unimportant.  
3: 38% of participants agreed that this was moderately important. 
4: 43% of participants agreed that this was important. 
5: 19% of participants agreed that this was very important. 
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3.2.4i: Functions of the Warm-Up: to work on anticipated technical and musical 
difficulties in the repertoire: 
 
 
 
1: 0% of participants agreed that this was very unimportant. 
2: 5% of participants agreed that this was unimportant.  
3: 29% of participants agreed that this was moderately important. 
4: 37% of participants agreed that this was important. 
5: 29% of participants agreed that this was very important. 
  
 
 
3.2.4j: Functions of the Warm-Up: to create an atmosphere of productivity for 
the rehearsal: 
 
 
 
1: 0% of participants agreed that this was very unimportant. 
2: 0% of participants agreed that this was unimportant.  
3: 24% of participants agreed that this was moderately important. 
4: 57% of participants agreed that this was important. 
5: 19% of participants agreed that this was very important. 
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3.2.4k: How do you normally rehearse/how have you previously rehearsed a new 
piece in other choirs? 
 
 
 
1:  0% of the participants selected always starting at the beginning and singing 
through until the end of the piece, without stopping if possible, and without 
preparing any specific elements.   
2: 32% of the participants selected singing through first from the beginning, 
without preparing any passages, then isolating problematic sections and finally 
singing through again from the beginning. 
3: 36% of participants selected singing through first from the beginning, stopping 
and fixing problems as they occur.  
4: 32% of participants selected first isolating and preparing potentially 
problematic passages, then integrating them and finally singing through from 
beginning to end.  
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3.2.4l In your opinion, what is the most efficient way to rehearse a new piece? 
 
 
 
1: 0% of participants chose always starting at the beginning and singing through 
until the end of the piece, without stopping if possible, and without preparing 
any specific elements.   
2: 24% of participants chose singing through first from the beginning, without 
preparing any passages, then isolating problematic sections and finally singing 
through again from the beginning. 
3: 33% of participants chose singing through first from the beginning, stopping 
and fixing problems as they occur. 
4: 43% of participants chose first isolating and preparing potentially problematic 
passages, then integrating them and finally singing through from beginning to 
end.  
 
3.2.5: The Kodály Concept of Music Education and Choral Rehearsals: 
3.2.5i: Are you familiar with the Kodály Concept of Music Education? 
 
76%
24%
1
2
 
1: 76% of participants are not familiar with the Kodály Concept of Music 
Education. 
2: 24% of participants are familiar with the Kodály Concept of Music Education. 
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3.2.5ii: Would you like to learn more about the Kodály Concept of Music 
Education? 
 
100%
0%
1
2
 
 
100% of participants would like to learn more about the Kodály Concept of 
Music Education.  
 
 
3.2.5a: Moveable do can be beneficial when sight-reading, as intervals are easier 
to recognise: 
 
 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 14% of the participants disagreed with the statement. 
3: 29% of the participants neither agreed nor disagreed with the statement. 
4: 50% of the participants agreed with the statement 
5: 7% of the participants strongly agreed with the statement 
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3.2.5b: Using moveable do consistently in choir rehearsals can improve the level 
of sight-reading a new work: 
 
 
1: 0 % of the participants strongly disagreed with the statement 
2: 7% of the participants disagreed with the statement 
3: 29% of the participants neither agreed nor disagreed with the statement 
4: 50% of the participants agreed with the statement 
5: 14% of the participants strongly agreed with the statement 
 
3.2.5c: Using moveable do during choral rehearsals can improve intonation, as 
the intervals are more secure: 
 
 
 
1:  0% of the participants strongly disagreed with the statement 
2: 0% of the participants disagreed with the statement 
3: 50% of the participants neither agreed nor disagreed with the statement 
4: 43% of the participants agreed with the statement 
5: 7% of the participants strongly agreed with the statement 
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3.2.5d: Isolating and preparing potential problematic sections of a new piece 
prior to the first reading can result in a more precise first reading: 
 
 
 
1: 14% of the participants strongly disagreed with the statement 
2: 0% of the participants disagreed with the statement 
3: 29% of the participants neither agreed nor disagreed with the statement 
4: 14% of the participants agreed with the statement 
5: 43% of the participants strongly agreed with the statement 
 
3.2.5e: Using moveable do consistently during choir rehearsals can improve 
dictations skills: 
 
 
 
1: 0% of the participants strongly disagreed with the statement 
2: 7% of the participants disagreed with the statement 
3: 36% of the participants neither agreed nor disagreed with the statement 
4: 43% of the participants agreed with the statement 
5: 14% of the participants strongly agreed with the statement 
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3.2.5f: Using moveable do consistently during choir rehearsals is beneficial for 
aural training: 
 
 
 
1:  0% of the participants strongly disagreed with the statement 
2: 0% of the participants disagreed with the statement 
3: 43% of the participants neither agreed nor disagreed with the statement 
4: 21% of the participants agreed with the statement 
5: 36% of the participants strongly agreed with the statement 
 
3.2.5g: Kodály’s intonation exercises are very beneficial for ear training, and 
encourage good vocal technique: 
 
 
 
1: 0% of the participants strongly disagreed with the statement 
2: 0% of the participants disagreed with the statement 
3: 64% of the participants neither agreed nor disagreed with the statement 
4: 36% of the participants agreed with the statement 
5: 0% of the participants strongly agreed with the statement 
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3.2.5h: It is easier to learn new rhythmic patterns when using rhythmic 
mnemonics based on the Kodály Concept of Music Education: 
 
 
 
1: 7% of the participants strongly disagreed with the statement 
2: 0% of the participants disagreed with the statement 
3: 86% of the participants neither agreed nor disagreed with the statement 
4: 7% of the participants agreed with the statement 
5: 0% of the participants strongly agreed with the statement 
 
3.2.5i: Using rhythmic mnemonics based on the Kodály Concept of Music 
Education leads to better rhythmic accuracy: 
 
 
 
1: 7% of the participants strongly disagreed with the statement 
2: 0% of the participants disagreed with the statement 
3: 86% of the participants neither agreed nor disagreed with the statement 
4: 7% of the participants agreed with the statement 
5: 0% of the participants strongly agreed with the statement 
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3.2.5j: It is beneficial to incorporate Kodály’s  exercises  which  use  moveable  do, 
even in countries which use fixed-do: 
 
 
 
1: 0% of the participants strongly disagreed with the statement 
2: 7% of the participants disagreed with the statement 
3: 43% of the participants neither agreed nor disagreed with the statement 
4: 36% of the participants agreed with the statement 
5: 14% of the participants strongly agreed with the statement 
 
3.2.6: Choral Rehearsals and Music Education:  
 
3.2.6a: In your opinion, can singers significantly improve their level of musical 
literacy exclusively through choir rehearsals (i.e. without individual tuition)? 
 
 
1: 67% of the participants agreed with the statement 
2: 33% of the participants disagreed with the statement 
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3.2.6b: In your opinion, can singers significantly improve their level of vocal 
technique exclusively through choir rehearsals (i.e. without individual tuition)? 
 
 
 
1: 52% of the participants disagreed with the statement 
2: 48% of the participants agreed with the statement 
 
 
3.2.7: Rehearsing New Repertoire: 
What are the most important aspects of rehearsing a new piece?  
 
3.2.7a: Rhythmic Accuracy: 
 
 
 
1: 0% of the participants considered this to be very unimportant 
2: 0% of the participants considered this to be unimportant 
3: 14% of the participants considered this to be neither important nor 
unimportant  
4: 48% of the participants considered this to be important 
5: 38% of the participants considered this to be very important 
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3.2.7b: Intonation: 
 
 
 
1: 0% of the participants considered this to be very unimportant 
2: 0% of the participants considered this to be unimportant 
3: 5% of the participants considered this to be neither important nor unimportant 
4: 29% of the participants considered this to be important 
5: 66% of the participants considered this to be very important 
 
3.2.7c: Dynamics:  
 
 
 
1: 0% of the participants considered this to be very unimportant 
2: 10% of the participants considered this to be unimportant 
3: 14% of the participants considered this to be neither important nor 
unimportant 
4: 62% of the participants considered this to be important 
5: 14% of the participants considered this to be very important 
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3.2.7d: Balance and Blend: 
 
 
 
1: 0% of the participants considered this to be very unimportant 
2: 5% of the participants considered this to be unimportant 
3: 29% of the participants considered this to be neither important nor 
unimportant 
4: 29% of the participants considered this to be important 
5: 37% of the participants considered this to be very important 
 
3.2.7e: Articulation: 
 
 
 
1: 0% of the participants considered this to be very unimportant 
2: 5% of the participants considered this to be unimportant 
3: 24% of the participants considered this to be neither important nor 
unimportant 
4: 38% of the participants considered this to be important 
5: 33% of the participants considered this to be very important 
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3.2.7f: Style and Phrasing: 
 
 
 
1: 0% of the participants considered this to be very unimportant 
2: 0% of the participants considered this to be unimportant 
3: 19% of the participants considered this to be neither important nor 
unimportant 
4: 52% of the participants considered this to be important 
5: 29% of the participants considered this to be very important 
 
 
3.2.7g: Pronunciation and articulation of text: 
 
 
1: 0% of the participants considered this to be very unimportant 
2: 5% of the participants considered this to be unimportant 
3: 24% of the participants considered this to be neither important nor 
unimportant 
4: 38% of the participants considered this to be important 
5: 33% of the participants considered this to be very important 
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3.2.7h: Vocal Technique: 
 
 
 
1: 0% of the participants considered this to be very unimportant 
2: 0% of the participants considered this to be unimportant 
3: 29% of the participants considered this to be neither important nor 
unimportant 
4: 42% of the participants considered this to be important 
5: 29% of the participants considered this to be very important 
 
 
 
3.3.1: FINAL QUANTITATIVE ASSESSMENTS: 
3.3.1a: Dictation Assessment: 
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3.3.1b: Sight-Singing Assessment: 
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3.3.2: FINAL QUALITATIVE ASSESSMENTS: SELF ASSESSMENTS; 
3.3.2a: What is your current level of sight-reading?  
 
 
 
1: 5% of participants consider their level of sight-reading to be very poor. 
2: 14% of participants consider their level of sight-reading to be poor 
3: 43% of participants consider their level of sight-reading to be fair. 
4: 24% of participants consider their level of sight-reading to be good. 
5: 14% of participants consider their level of sight-reading to be excellent. 
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3.3.2b: What is your current level of dictation? 
 
 
 
1: 14% of participants consider their level of dictation to be very poor. 
2: 10% of participants consider their level of dictation to be poor. 
3: 43% of participants consider their level of dictation to be fair. 
4: 19% of participants consider their level of dictation to be good 
5: 14% of participants consider their level of dictation to be excellent  
 
 
 
 
3.3.2c: What is your current level of vocal technique? 
 
 
 
1: 0% of participants consider their level of vocal technique to be very poor. 
2: 5% of participants consider their level of vocal technique to be poor. 
3: 35% of participants consider their level of vocal technique to be fair 
4: 47% of participants consider their level of vocal technique to be good. 
5: 10% of participants consider their level of vocal technique to be excellent. 
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3.3.2d: What genre of choral music do you prefer?  
 
 
 
1: 19% of participants preferred Renaissance music.  
2: 14% of participants preferred Baroque music. 
3: 5% of participants preferred Classical music 
4: 14% of participants preferred Romantic music 
5: 24% of participants preferred 20th/21st Century music 
6: 14% of participants preferred arrangements of traditional music, negro 
spirituals/gospel music 
7: 10% of participants had no preference. 
8: 0% of participants do not listen to choral music 
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3.3.3: Rehearsal Issues: 
3.3.3a How do you feel the vocal warm-up should be   managed in rehearsal? 
  
 
 
1: 0% of participants agreed that the warm-up should be done individually, prior 
to arriving for rehearsal. 
2: 86% of participants agreed that the warm-up should be done individually, with 
one or two group exercises at the beginning of the rehearsal. 
3: 14% of participants agreed that the warm-up should be done collectively, as 
the responsibility of the conductor. 
4: 0% of participants agreed that the warm-up was unnecessary.   
5: 0%  of  participants  selected  ‘other’.      
 
3.3.3b: Functions of the Warm-Up: to prepare the voice for singing: 
 
 
 
1: 0% of the participants agreed that this is very unimportant. 
2: 0% of the participants agreed that this is unimportant. 
3: 0% of the participants agreed that this is neither important nor unimportant. 
4: 10% of the participants agreed that this is important. 
5: 90% of the participants agreed that this is very important. 
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3.3.3c: Functions of the Warm-Up: to improve vocal technique: 
 
 
 
 
1: 5% of the participants agreed that this is very unimportant. 
2: 0% of the participants agreed that this is unimportant. 
3: 0% of the participants agreed that this is neither important nor unimportant. 
4: 43% of the participants agreed that this is important. 
5: 52% of the participants agreed that this is very important. 
 
3.3.3d: To promote good intonation during the rehearsal: 
 
 
 
1: 0% of the participants agreed that this is very unimportant. 
2: 0% of the participants agreed that this is unimportant. 
3: 5% of the participants agreed that this is neither important nor unimportant. 
4: 15% of the participants agreed that this is important. 
5: 80% of the participants agreed that this is very important. 
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3.3.3e: To improve blend and balance within the ensemble: 
 
 
 
1: 0% of the participants agreed that this is very unimportant. 
2: 5% of the participants agreed that this is unimportant. 
3: 0% of the participants agreed that this is neither important nor unimportant. 
4: 29% of the participants agreed that this is important. 
5: 66% of the participants agreed that this is very important. 
 
 
3.3.3f: To work on musical literacy skills:
 
 
 
1: 5% of the participants agreed that this is very unimportant. 
2: 24% of the participants agreed that this is unimportant. 
3: 19% of the participants agreed that this is neither important nor unimportant. 
4: 28% of the participants agreed that this is important.  
5: 24% of the participants agreed that this is very important.   
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3.3.3g: To work on details such as harmonic progressions and rhythmic patterns 
 
 
 
1: 5% of the participants agreed that this is very unimportant 
2: 14% of the participants agreed that this is unimportant 
3: 5% of the participants agreed that this is neither important nor unimportant 
4: 43% of the participants agreed that this is important 
5: 33% of the participants agreed that this is very important. 
 
3.3.3h: Ear training:  
 
 
 
 
1: 0% of the participants agreed that this is very unimportant 
2: 4% of the participants agreed that this is unimportant 
3: 0% of the participants agreed that this is neither important nor unimportant. 
4: 48% of the participants agreed that this is important 
5:  48% of the participants agreed that this is very important.  
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3.3.3i: To work on anticipated technical and musical difficulties in the 
repertoire: 
 
 
 
1: 5% of the participants agreed that this is very unimportant. 
2: 9.5% of the participants agreed that this is unimportant. 
3: 9.5% of the participants agreed that this is neither important not unimportant. 
4: 38% of the participants agreed that this is important 
5: 38% of the participants agreed that this is very important.  
 
 
3.3.3j To create an atmosphere of productivity for the rehearsal: 
 
 
 
1: 0% of the participants agreed that this is very unimportant. 
2: 0% of the participants agreed that this is unimportant. 
3: 10% of the participants agreed that this is neither important nor unimportant 
4: 33% of the participants agreed that this is important. 
5:  57% of the participants agreed that this is very important. 
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3.3.4: In your opinion, based on your experiences with this choir, how would you 
evaluate the results achieved during the warm-up, in each of the following areas? 
 
3.3.4a: To prepare the voice for singing: 
 
 
 
1: 0% of the participants consider the results achieved to be very poor. 
2: 0% of the participants consider the results achieved to be poor. 
3: 10% of the participants consider the results achieved to be fair. 
4: 33% of the participants consider the results achieved to be good. 
5: 57% of the participants consider the results achieved to be excellent. 
 
3.3.4b: To improve vocal technique: 
 
 
 
1: 5% of the participants consider the results achieved to be very poor. 
2: 0% of the participants consider the results achieved to be poor. 
3: 9% of the participants consider the results achieved to be fair. 
4:  48% of the participants consider the results achieved to be good. 
5: 38% of the participants consider the results achieved to be excellent. 
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3.3.4c: To promote good intonation during the rehearsal: 
 
 
 
1: 0% of the participants consider the results achieved to be very poor. 
2: 0% of the participants consider the results achieved to be poor. 
3: 0% of the participants consider the results achieved to be fair. 
4: 38% of the participants consider the results achieved to be good. 
5: 62% of the participants consider the results achieved to be excellent. 
 
 
3.3.4d: To improve blend and balance within the ensemble: 
 
 
 
1: 0% of the participants consider the results achieved to be very poor. 
2: 5% of the participants consider the results achieved to be poor. 
3: 14% of the participants consider the results achieved to be fair 
4: 38% of the participants consider the results achieved to be good. 
5: 43% of the participants consider the results achieved to be excellent. 
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3.3.4e: To work on musical literacy skills: 
 
 
 
1: 0% of the participants consider the results achieved to be very poor. 
2: 9% of the participants consider the results achieved to be poor. 
3: 24% of the participants consider the results achieved to be fair. 
4: 29% of the participants consider the results achieved to be good. 
5: 38% of the participants consider the results achieved to be excellent. 
 
3.3.4f: To work on details such as harmonic progressions and rhythmic patterns: 
 
 
 
1: 0% of the participants consider the results achieved to be very poor. 
2: 24% of the participants consider the results achieved to be poor. 
3: 0% of the participants consider the results achieved to be fair. 
4: 38% of the participants consider the results achieved to be good. 
5: 38% of the participants consider the results achieved to be excellent. 
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3.3.4g: Ear training: 
 
 
 
1: 0% of the participants consider the results achieved to be very poor. 
2: 0% of the participants consider the results achieved to be poor. 
3: 14% of the participants consider the results achieved to be fair. 
4:  43% of the participants consider the results achieved to be good. 
5: 43% of the participants consider the results achieved to be excellent. 
 
3.3.4h: To work on anticipated technical and musical difficulties in the 
repertoire: 
 
 
 
1: 0% of the participants consider the results achieved to be very poor. 
2: 0% of the participants consider the results achieved to be poor. 
3: 33% of the participants consider the results achieved to be fair. 
4: 43% of the participants consider the results achieved to be good. 
5: 24% of the participants consider the results achieved to be excellent. 
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3.3.4i: To create an atmosphere of productivity for the rehearsal: 
 
1: 0% of the participants consider the results achieved to be very poor. 
2: 0% of the participants consider the results achieved to be poor. 
3: 10% of the participants consider the results achieved to be fair. 
4: 24% of the participants consider the results achieved to be good. 
5: 66% of the participants consider the results achieved to be excellent. 
 
3.3.5: REHEARSING NEW REPERTOIRE:  
3.3.5a: In your opinion, what is the most efficient way to rehearse a new piece? 
 
1: 0% of the participants chose always starting at the beginning and singing 
through until the end of the piece, without stopping if possible, and without 
preparing any specific elements. 
2: 19% of the participants chose singing through first from the beginning, 
without preparing any passages, then isolating problematic sections, and 
finally singing through again from the beginning 
3: 14% of participants chose singing through first from the beginning, and 
stopping and fixing problems as they occur. 
4: 67% of participants chose first isolating and preparing potentially problematic 
passages, then integrating them and finally singing through from beginning to 
end. 
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3.3.5b On a scale of 1-5, how would you evaluate the way in which new pieces 
were rehearsed, in terms of resolving problems?  
 
1: 0% of the participants consider the rehearsal technique for new pieces to be 
very poor 
2: 0% of the participants consider the rehearsal technique for new pieces to be 
poor. 
3: 0% of the participants consider the rehearsal technique for new pieces to be 
fair. 
4: 43% of the participants consider the rehearsal technique for new pieces to be 
good. 
5: 57% of the participants consider the rehearsal technique for new pieces to be 
excellent. 
3.3.6 The benefits of rehearsal techniques based on the Kodály Philosophy of 
Music Education: 
3.3.6a: Moveable do can be beneficial when sight-reading, as intervals are easier 
to recognise:  
 
1: 0% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement. 
3: 0% of the participants neither agreed nor disagreed with the statement. 
4: 47% of the participants agreed with the statement. 
5: 53% of the participants strongly agreed with the statement. 
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3.3.6b: Using moveable do consistently in choir rehearsals can improve the level 
of sight-reading a new work: 
 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement. 
3: 5% of the participants neither agreed nor disagreed with the statement. 
4: 62% of the participants agreed with the statement. 
5: 33% of the participants strongly agreed with the statement. 
 
 
3.3.6c: Using moveable do during choral rehearsals can improve intonation, as 
the intervals are more secure: 
 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement. 
3: 10% of the participants neither agreed nor disagreed with the statement. 
4: 52% of the participants agreed with the statement. 
5: 38% of the participants strongly agreed with the statement. 
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3.3.6d: Isolating and preparing potential problematic sections of a new piece 
prior to the first reading can result in a more precise first reading: 
 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement. 
3: 5% of the participants neither agreed nor disagreed with the statement. 
4: 33% of the participants agreed with the statement. 
5: 62% of the participants strongly agreed with the statement. 
 
3.3.6e: Using moveable do consistently during choir rehearsals can improve 
dictation skills: 
 
 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement. 
3: 24% of the participants neither agreed nor disagreed with the statement. 
4: 52% of the participants agreed with the statement. 
5: 24% of the participants strongly agreed with the statement. 
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3.3.6f: Using moveable do consistently during choir rehearsals is beneficial for 
aural training: 
 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement. 
3: 33% of the participants neither agreed nor disagreed with the statement. 
4: 38% of the participants agreed with the statement. 
5: 29% of the participants strongly agreed with the statement. 
 
3.3.6g: Kodály intonation exercises are very beneficial for ear training, and 
encourage good vocal technique: 
 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 5% of the participants disagreed with the statement. 
3: 9% of the participants neither agreed nor disagreed with the statement. 
4: 57% of the participants agreed with the statement. 
5: 29% of the participants strongly agreed with the statement. 
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3.3.6h: It is easier to learn new rhythmic patterns when using rhythmic names 
based on the Kodály Philosophy of Music Education: 
 
 
1: 5% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement. 
3: 33% of the participants neither agreed nor disagreed with the statement. 
4: 38% of the participants agreed with the statement. 
5: 24% of the participants strongly agreed with the statement. 
 
3.3.6i: Using rhythmic names based on the Kodály Philosophy of Music 
Education leads to better rhythmic accuracy: 
 
 
1: 5% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement. 
3: 38% of the participants neither agreed nor disagreed with the statement. 
4: 19% of the participants agreed with the statement. 
5: 38% of the participants strongly agreed with the statement. 
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3.3.6j: It is beneficial to incorporate Kodály’s  exercises  which  use  moveable  do, 
even in countries which use fixed-do: 
 
 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement. 
3: 14% of the participants neither agreed nor disagreed with the statement. 
4: 43% of the participants agreed with the statement. 
5: 43% of the participants strongly agreed with the statement. 
 
3.3.7: Choral Rehearsals and Music Education:  
3.3.7. a In your opinion, can singers can significantly improve their level of 
musical literacy exclusively through choir rehearsals (i.e. without individual 
tuition)? 
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1: 71% of the participants agreed with the statement. 
2: 29% of the participants disagreed with the statement.  
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3.3.7b. In your own case, do you think that you can significantly improve your 
own level of musical literacy exclusively through choir rehearsals (i.e. without 
individual tuition)?  
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1: 52% of the respondents agreed with the statement. 
2: 48% of the respondents disagreed with the statement. 
 
3.3.7c:.In your opinion, can amateur singers significantly improve their level of 
vocal technique exclusively through choir rehearsals (i.e. without individual 
tuition)? 
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1: 67% of the respondents agreed with the statement.  
2: 33% of the respondents disagreed with the statement.  
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3.3.7.cIn your own case, do you think that you can significantly improve your 
level of vocal technique exclusively through choir rehearsals (i.e. without 
individual tuition)?   
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1: 43% of the respondents agreed with the statement. 
2: 57% of the respondents disagreed with the statement.  
 
3.3.8. In your own opinion, do you think that using methodologies based of the 
Kodály Concept of Music Education during these rehearsals had a positive 
impact in terms of the following aspects: , 
 
3.3.8A.Rhythmic Precision: 
 
 
1: 5% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement 
3: 28.5% of the participants neither agreed nor disagreed with the statement. 
4: 28.5% of the participants agreed with the statement. 
5: 38% of the participants strongly agreed with the statement.  
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3.3.8B:Intonation: 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement 
3: 19% of the participants neither agreed nor disagreed with the statement. 
4: 38% of the participants agreed with the statement. 
5: 43% of the participants strongly agreed with the statement.  
 
3.3.8C: Ear Training 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement 
3: 19% of the participants neither agreed nor disagreed with the statement. 
4: 38% of the participants agreed with the statement. 
5: 43% of the participants strongly agreed with the statement.  
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3.3.8D: Musical Literacy: 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 10% of the participants disagreed with the statement 
3: 5% of the participants neither agreed nor disagreed with the statement. 
4: 38% of the participants agreed with the statement. 
5: 47% of the participants strongly agreed with the statement.  
 
3.3.8E: Learning new works: 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 5% of the participants disagreed with the statement 
3: 0% of the participants neither agreed nor disagreed with the statement. 
4: 62% of the participants agreed with the statement. 
5: 33% of the participants strongly agreed with the statement.  
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3.3.8F: Learning new rhythmic patterns: 
 
1: 5% of the participants strongly disagreed with the statement. 
2: 0% of the participants disagreed with the statement 
3: 24% of the participants neither agreed nor disagreed with the statement. 
4: 28% of the participants agreed with the statement. 
5: 43% of the participants strongly agreed with the statement.  
 
 
3.3.8.G:Learning intervals: 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 5% of the participants disagreed with the statement 
3: 0% of the participants neither agreed nor disagreed with the statement. 
4: 47.5% of the participants agreed with the statement. 
5: 47.5% of the participants strongly agreed with the statement.  
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3.3.8.H:Vocal Technique: 
 
1: 0% of the participants strongly disagreed with the statement. 
2: 10% of the participants disagreed with the statement 
3: 28% of the participants neither agreed nor disagreed with the statement. 
4: 38% of the participants agreed with the statement. 
5: 24% of the participants strongly agreed with the statement.  
 
3.3.9. Of the works which we are rehearsing, which is your favourite? 
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1: 5% of the participants identified Kalinda (Guillaume) as their favourite. 
2: 0% of the participants identified Bogoro Ditse Djevo (Part) as their favourite 
3: 14% of the participants identified Bogoroditse Devo (Rachmaninoff) as their 
favourite. 
4: 57% of the participants identified Ave Maria (Biebl) as their favourite. 
5: 10% of the participants  identified  the  third  movement  from  Petrassi’s  
Nonsense as their favourite 
6:  10% of the partipants identified Turot Eszig a Cigany (Kodály) as their 
favourite 
7: 5% of the participants identified  Maná (Adonias Calebe) as their favour 
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3.3.9A. In your opinion, of the methods which were used in our rehearsals, 
which do you consider the most useful?  
10%
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1: 10% of the respondents chose the mnemonics for rhythmic values which are 
associated with the Kodály Concept of Music Education. 
2: 47% of the respondents chose moveable doh. 
3: 19% of the respondents chose the exercises which are associated with the 
Kodály Concept of Music Education and Kodály’s  Choral  Method; 
4: 19% of the respondents chose isolating and preparing potentially problematic 
passages before the first reading; 
5: 5%  of  the  respondents  chose  ‘other’.     
  
3.3.9B: And the least useful?  
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1: 56% of the respondents chose the mnemonics for rhythmic values which are 
associated with the Kodály Concept of Music Education. 
2: 10% of the respondents chose moveable do. 
3: 10% of the respondents chose the exercises which are associated with the 
Kodály Concept of Music Education and Kodály’s  Choral  Method; 
4: 5% of the respondents chose isolating and preparing potentially problematic 
passages before the first reading; 
5: 19%  of  the  respondents  chose  ‘other’.     
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3.3.9.C.In your opinion, of the methods which were used in our rehearsals, which 
do you consider the easiest?  
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1: 48% of the respondents chose the mnemonics for rhythmic values which are 
associated with the Kodály Concept of Music Education. 
2: 33% of the respondents chose moveable do. 
3: 5% of the respondents chose the exercises which are associated with the 
Kodály Concept of Music Education and Kodály’s  Choral  Method; 
4: 14% of the respondents chose isolating and preparing potentially problematic 
passages before the first reading; 
5: 0%  of  the  respondents  chose  ‘other’.     
3.3.9D.And the most difficult? 
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1: 19% of the respondents chose the mnemonics for rhythmic values which are 
associated with the Kodály Concept of Music Education. 
2: 24% of the respondents chose moveable do. 
3: 33% of the respondents chose the exercises which are associated with the 
Kodály Concept of Music Education and Kodály’s  Choral  Method; 
4: 24% of the respondents chose isolating and preparing potentially problematic 
passages before the first reading; 
5: 0%  of  the  respondents  chose  ‘other’.     
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3.3.9E. In your opinion, of the methods which were used in our rehearsals, which 
do you consider the most enjoyable?  
19%
37%
24%
10%
10%
1
2
3
4
5
 
1: 19% of the respondents chose the mnemonics for rhythmic values which are 
associated with the Kodály Concept of Music Education. 
2: 37% of the respondents chose moveable doh. 
3: 24% of the respondents chose the exercises which are associated with the 
Kodály Concept of Music Education and Kodály’s  Choral  Method; 
4: 10% of the respondents chose isolating and preparing potentially problematic 
passages before the first reading; 
5: 10%  of  the  respondents  chose  ‘other’.     
 
3.3.9.F.And the least enjoyable? 
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1: 39% of the respondents chose the mnemonics for rhythmic values which are 
associated with the Kodály Concept of Music Education. 
2: 14% of the respondents chose moveable do. 
3: 14% of the respondents chose the exercises which are associated with the 
Kodály Concept of Music Education and Kodály’s  Choral  Method; 
4: 19% of the respondents chose isolating and preparing potentially problematic 
passages before the first reading; 
5: 14%  of  the  respondents  chose  ‘other’.     
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3.4: COMPARISONS BETWEEN THE INITIAL AND FINAL 
ASSESSMENTS: 
3.4.1A: Sight-Singing Assessment: 
 
1 = Initial assessment grade 
2 = Final assessment grade 
 
3.4.1B: Dictation Assessment: 
 
 
1 = Initial assessment grade 
2 = Final assessment grade 
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3.4.1C: What is your current level of sight-reading?  
 
1: Initial self-assessments: 28.5% of participants chose very poor.  
Final assessments: 5% of participants chose very poor.  
2: Initial self-assessments: 19% of participants chose poor.  
Final assessments: 14% of participants chose poor. 
3: Initial self-assessments: 28.5% of participants chose fair.  
  Final assessments: 43% of participants chose fair. 
4: Initial self-assessments: 19% of participants chose good.  
Final assessments: 24% of participants chose good. 
5: Initial self-assessments: 5% of participants chose excellent.  
Final assessments, 14% of participants chose excellent. 
 
3.4.1.D: In your opinion, has your level of sight-reading improved due to the 
choir rehearsals?  
 
 
1: 5% of the participants felt that their level of sight-reading had not improved. 
2: 52% of the participants felt that their level of sight-reading had improved. 
3: 43% of the participants felt that their level of sight-reading had greatly 
improved. 
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3.4.1E: What is your current level of dictation? 
 
1: Initial self-assessments: 24% of participants chose very poor.  
Final assessments: 14% of participants chose very poor. 
2: Initial self-assessments: 19% of participants chose poor.  
Final assessments: 10% of participants chose poor. 
3: Initial self-assessments: 33% of participants chose fair.  
Final assessments: 43% of participants chose fair. 
4: Initial self-assessments: 19% of participants chose good. 
Final assessments: 19% of participants chose good. 
5: Initial self-assessments: 5% of participants chose excellent.  
Final assessments: 14% of participants chose excellent. 
   
3.4.1F: In your opinion, has your level of dictation improved due to the choir  
rehearsals? 
 
 
1: 14% of the participants felt that their level of dictation had not improved. 
2: 53% of the participants felt that their level of dictation had improved. 
3: 33% of the participants felt that their level of dictation had greatly improved.  
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3.4.1G: What is your current level of vocal technique? 
 
 
1: Initial self-assessments: 14% of participants chose very poor. 
Final assessments: 0% of participants chose very poor. 
2: Initial self-assessments: 5% of participants chose poor.  
Final assessments: 5% of participants chose poor. 
3: Initial self-assessments: 29% of participants chose fair.  
Final assessments: 38% of participants chose fair. 
4: Initial self-assessments: 38% of participants chose good.  
Final assessments: 47% of participants chose good. 
5: Initial self-assessments: 14% of participants chose excellent.   
Final assessments: 10% of participants chose excellent. 
 
3.4.1.H: In your opinion, has your level of vocal technique improved as a result 
of the rehearsals?  
 
 
1: 0% of the participants felt that their level of vocal technique had not improved. 
2:  67% of the participants felt that their level of vocal technique had improved 
3: 33% of the participants felt that their level of vocal technique had greatly 
improved. 
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3.4.1.I. What genre of choral music do you prefer? 
 
 
1: Renaissance: In the initial assessments, 14% of respondents identified this as 
their favourite, compared to 19% in the final assessments. 
2: Baroque: In the initial assessments, 10% of participants identified this as their 
favourite, compared to 14% in the final assessments. 
3: Classical: In both assessments, 5% of participants identified this as their 
favourite. 
4: Romantic: In both assessments, 14% of participants identified this as their 
favourite. 
5: 20th/21st Century: In the initial assessments, 10% of the participants identified 
this as their favourite, whereas 24% selected this as their favourite in the final 
assessments. 
6: Arrangements of traditional music/negro spirituals/gospel music – 0% of the 
participants identified these as their favourite in the initial assessments, 14% 
chose these in the final assessments. 
7: No preference: 42% of participants selected this response in the initial 
assessment, 10% selected this response in the final assessment. 
8:  Do not listen to choral music: 5% of respondents chose this option in the 
initial assessments, 0% of respondents chose this option in the final 
assessments.   
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3.4.2: Rehearsal Management: 
3.4.2A: How do you feel the warm-up should be managed for a choir rehearsal? 
 
 
 
1: 0% of participants chose option 1 (the warm-up should be done individually, 
prior to arriving for rehearsal) in both assessments. 
2: 71% of participants chose option 2 (the warm-up should be done individually, 
with one or two group exercises at the beginning of the rehearsal) in the initial 
assessments. 82% chose option 2 in the final assessments. 
3: 29% of participants chose option 3 (the warm-up should be done collectively, 
as the responsibility of the conductor) in the initial assessments. 14% chosen 
option 3 in the final assessments. 
4:  0% of participants chose option 4 (the warm-up is unnecessary) in both 
assessments. 
5: 0% chose option 5 (other) in both assessments.  
 
3.4.2.B: Functions of the Warm-Up: to prepare the voice for singing:  
 
1:  0% of participants chose very unimportant in both assessments.  
2: 0% of participants chose unimportant in both assessments. 
3: 0% of participants chose moderately important in both assessments. 
4: 29% of participants chose important in the initial assessment. 
 10% of participants chose important in the final assessments. 
5: 71% of participants chose very important in the initial assessments. 
 90% of participants chose very important in the final assessments.   
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3.4.2C: Functions of the Warm-Up: to improve vocal technique: 
 
 
 
1: 0% chose option 1 (very unimportant) in the initial assessments. 
 5% chose option 1 in the final assessments.  
2: 5% chose option 2 (unimportant) in the initial assessments. 
 0% chose option 2 in the final assessments. 
3: 10% chose option 3 (moderately important) in the initial assessments. 
 0% chose option 3 in the final assessments.  
4: 56% chose option 4 (important) in the initial assessments. 
 43% chose option 4 in the final assessments. 
5: 29% chose option 5 (very important) in the initial assessments. 
 52% chose option 5 in the final assessments 
 
3.4.2.D: Functions of the Warm-Up: to promote good intonation during 
the rehearsal:  
 
 
1: 0% chose option 1 (very unimportant) in both the initial and final assessments. 
2: 0% chose option 2 (unimportant) in both the initial and final assessments. 
3: 14% chose option 3 (moderately important) in the initial assessments. 
 5% chose option 3 in the final assessments. 
4: 33% chose option 4 (important) in the initial assessments. 
 15% chose option 4 in the final assessments. 
5: 53% chose option 5 (very important) in the initial assessments. 
 80% chose option 5 in the final assessments. 
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3.4.2E: Functions of the Warm-Up: to improve blend and balance: 
 
 
 
1: 0% chose option 1 (very unimportant) in both the initial and final assessments. 
2: 0% chose option 2 (unimportant) in the initial assessments. 
 5% chose option 2 in the final assessments. 
3: 10% chose option 3 (moderately important) in the initial assessments. 
 0% chose option 3 in the final assessments. 
4: 43% chose option 4 (important) in the initial assessments. 
 29% chose option 4 in the final assessments. 
5: 47% chose option 5 (very important) in the initial assessments. 
 66% chose option 5 in the final assessments. 
 
3.4.2F: Functions of the Warm-Up: to work on musical literacy skills: 
 
 
 
1: 5% chose option 1 (very unimportant) in both the initial and final assessments. 
2: 33% chose option 2 (unimportant) in the initial assessments. 
 24% chose option 2 in the final assessments. 
3: 33% chose option 3 (moderately important) in the initial assessments. 
 19% chose option 3 in the final assessments. 
4: 24% chose option 4 (important) in the initial assessments. 
 28% chose option 4 in the final assessments 
5: 5% chose option 5 (very important) in the initial assessments. 
 24% chose option 5 in the final assessments 
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3.4.2.G:Functions of the Warm-Up: to work on details such as harmonic 
progressions and rhythmic patterns: 
 
 
 
1: 0% chose option 1 (very unimportant) in the initial assessments. 
 5% chose option 1 in the final assessments. 
2: 14% chose option 2 (unimportant) in both the initial and final assessments. 
3: 33% chose option 3 (moderately important) in the initial assessments. 
 5% chose option 3 in the final assessments. 
4: 43% chose option 4 (important) in both the initial and final assessments. 
5: 10% chose option 5 (very important) in the initial assessments. 
 33% chose option 5 in the final assessments 
 
3.4.2.H: Functions of the Warm-Up: aural training: 
 
 
 
1: 0% chose option 1 (very unimportant) in both the initial and final assessments. 
2: 0% chose option 2 (unimportant) in the initial assessments. 
 4% chose option 2 in the final assessments 
3: 38% chose option 3 (moderately important) in the initial assessments. 
 0% chose option 3 in the final assessments 
4: 43% chose option 4 (important) in the initial assessments. 
 48% chose option 4 in the final assessments 
5: 19% chose option 5 (very important) in the initial assessments. 
 48% chose option 5 in the final assessments 
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3.4.2.I:Functions of the Warm-Up: to work on anticipated technical and musical 
difficulties in the repertoire: 
 
 
1 0% chose option 1(very unimportant) in the initial assessments. 
 5% chose option 1 in the final assessments 
2: 5% chose option 2 (unimportant) in the initial assessments. 
 9.5% chose option 2 in the final assessments. 
3: 29% chose option 3 (moderately important) in the initial assessments. 
 9.5% chose option 3 in the final assessments. 
4: 37% chose option 4 (important) in the initial assessments. 
 38% chose option 4 in the final assessments. 
5: 29% chose option 5 (very important) in the initial assessments. 
 38% chose option 5 in the final assessments 
 
3.4.2.J:Functions of the Warm-Up: to create an atmosphere of productivity for 
the rehearsal: 
 
 
1: 0% chose option 1 (very unimportant) in both the initial and final assessments. 
2: 0% chose option 2 (unimportant) in both the initial and final assessments. 
3: 24% chose option 3 (moderately important) in the initial assessments. 
 10% chose option 3 in the final assessments 
4: 57% chose option 4 (important) in the initial assessments. 
 33% chose option 4 in the final assessments. 
5: 19% chose option 5 (very important) in the initial assessments. 
 57% chose option 5 in the final assessments 
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3.4.3: Rehearsal Issues: 
 
3.4.3AIn your opinion, what is the most efficient way to rehearse a new piece? 
 
 
 
1: 0% chose option 1 (always starting at the beginning and singing through until 
the end of the piece, without stopping if possible, and without preparing any 
specific elements) both the initial and final assessments. 
2: 24% chose option 2 (singing through first from the beginning, without 
preparing any passages, then isolating problematic sections, and finally 
singing through again from the beginning) in the initial assessments. 
 19% chose option 2 in the final assessments. 
3: 33% chose option 3 (singing through first from the beginning, and stopping 
and fixing problems as they occur) in the initial assessments. 
 14% chose option 3 in the final assessments. 
4: 43% chose option 4 (first isolating and preparing potentially problematic 
passages, then integrating them and finally singing through from beginning to 
end) in the initial assessments. 
 67% chose option 4 in the final assessments  
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3.4.3B: Moveable do can be beneficial when sight-reading, as intervals are easier 
to recognise: 
 
 
1: 0% chose option 1 (strongly disagree) in both the initial and final assessments. 
2: 14% chose option 2 (disagree) in the initial assessments. 
 0% chose option 2 in the final assessments 
3: 29% chose option 3 (neither agree nor disagree) in the initial assessments. 
 0% chose option 3 in the final assessments. 
4: 50% chose option 4 (to agree) in the initial assessments. 
 47% chose option 4 in the final assessments. 
5: 7% chose option 5 (to strongly agree) in the initial assessments. 
 53% chose option 5 in the final assessments 
 
3.4.3C: Using moveable do consistently in choir rehearsals can improve the level 
of sight-reading a new work: 
 
 
1: 0% chose option 1 (strongly disagree) in both the initial and final assessments. 
2: 7% chose option 2 (disagree) in the initial assessments. 
 0% chose option 2 in the final assessments. 
3: 29% chose option 3 (neither agree nor disagree) in the initial assessments. 
 5% chose option 3 in the final assessments. 
4: 50% chose option 4 (agree) in the initial assessments. 
 62% chose option 4 in the final assessments. 
5: 14% chose option 5 (strongly agree) in the initial assessments. 
 33% chose option 5 in the final assessments 
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3.4.3.D:Using moveable do during choral rehearsals can improve intonation, as 
the intervals are more secure: 
 
 
1: 0% chose option 1(strongly disagree) in both the initial and final assessments. 
2: 0% chose option 2 (disagree) in both the initial and final assessments. 
3: 50% chose option 3 (neither agree nor disagree) in the initial assessments. 
 10% chose option 3 in the final assessments. 
4: 43% chose option 4 (agree) in the initial assessments. 
 52% chose option 4 in the final assessments. 
5: 7% chose option 5 (strongly agree) in the initial assessments. 
 38% chose option 5 in the final assessments 
 
3.4.3.E: Isolating and preparing potential problematic sections of a new piece 
prior to the first reading can result in a more precise first reading: 
 
 
1: 14% chose option 1(strongly disagree) in the initial assessments. 
 0% chose option 1 in the final assessments 
2: 0% chose option 2 (disagree) in both the initial and final assessments. 
3: 29% chose option 3 (neither agree nor disagree) in the initial assessments. 
 5% chose option 3 in the final assessments. 
4: 14% chose option 4 (agree) in the initial assessments. 
 33% chose option 4 in the final assessments. 
5: 43% chose option 5 (strongly agree) in the initial assessments. 
 62% chose option 5 in the final assessments 
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3.4.3.F: Using moveable do consistently during choir rehearsals can improve 
dictations skills: 
 
 
1: 0% chose option 1 (strongly disagree) in both the initial and final assessments. 
2: 7% chose option 2 (disagree) in the initial assessments. 
 0% chose option 2 in the final assessments 
3: 36% chose option 3 (neither agree nor disagree) in the initial assessments. 
 24% chose option 3 in the final assessments 
4: 43% chose option 4 (agree) in the initial assessments. 
 52% chose option 4 in the final assessments 
5: 14% chose option 5 (strongly agree) in the initial assessments. 
 24% chose option 5 in the final assessments 
 
3.4.3.G: Using moveable do consistently during choir rehearsals is beneficial for 
aural training: 
 
1: 0% chose option 1 (strongly disagree) in both the initial and final assessments. 
2: 0% chose option 2 (disagree) in both the initial and final assessments. 
3: 43% chose option 3 (neither agree nor disagree) in the initial assessments. 
 33% chose option 3 in the final assessments. 
4: 21% chose option 4 (agree) in the initial assessments. 
 38% chose option 4 in the final assessments  
5: 36% chose option 5 (strongly agree) in the initial assessments. 
 29% chose option 5 in the final assessments. 
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3.4.3.H: Kodály’s intonation exercises are very beneficial for ear training, and 
encourage good vocal technique: 
 
 
1: 0% chose option 1 (strongly disagree) in both the initial and final assessments. 
2: 0% chose option 2 (disagree) in the initial assessments. 
 5% chose option 2 in the final assessments 
3: 64% chose option 3 (neither agree nor disagree) in the initial assessments. 
 9% chose option 3 in the final assessments 
4: 36% chose option 4 (agree) in the initial assessments. 
 57% chose option 4 in the final assessments 
5: 0% chose option 5 (strongly agree) in the initial assessments. 
 29% chose option 5 in the final assessment 
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3.4.3.I: It is easier to learn new rhythmic patterns when using the rhythmic 
mnemonics associated with the Kodály Philosophy of Music Education: 
 
1: 7% chose option 1 (strongly disagree) in the initial assessments. 
 5% chose option 1 in the final assessments. 
2: 0% chose option 2 (disagree) in both the initial and final assessments. 
3: 86% chose option 3 (neither agree nor disagree) in the initial assessments. 
 33% chose option 3 in the final assessments. 
4: 7% chose option 4 (agree) in the initial assessments. 
 38% chose option 4 in the final assessments. 
5: 0% chose option 5 (strongly agree) in the initial assessments. 
 24% chose option 5 in the final assessments. 
3.4.3.J: Using rhythmic mnemonics associated with the Kodály Concept of Music 
Education leads to better rhythmic accuracy: 
 
1: 7% chose option 1 (strongly disagree) in the initial assessments. 
 5% chose option 1 in the final assessments. 
2: 0% chose option 2 (disagree) in both the initial and final assessments. 
3: 86% chose option 3 (neither agree nor disagree) in the initial assessments. 
 38% chose option 3 in the final assessments. 
4: 7% chose option 4 (agree) in the initial assessments. 
 19% chose option 4 in the final assessments. 
5: 0% chose option 5 (strongly agree) in the initial assessments. 
 38% chose option 5 in the final assessments. 
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3.4.3.K: It is beneficial to incorporate Kodály’s  exercises  which  use  moveable  do,  
even in countries which use fixed-do: 
 
 
 
1: 0% chose option 1 (strongly disagree) in both the initial and final assessments. 
2: 7% chose option 2 (disagree) in the initial assessments. 
 0% chose option 2 in the final assessments. 
3: 43% chose option 3 (neither agree nor disagree) in the initial assessments. 
 14% chose option 3 in the final assessments. 
4: 36% chose option 4 (agree) in the initial assessments. 
 43% chose option 4 in the final assessments. 
5: 14% chose option 5 (strongly agree) in the initial assessments. 
 43% chose option 5 in the final assessments. 
 
 
3.4.3L: .In your opinion, can singers can significantly improve their level of 
musical literacy exclusively through choir rehearsals (i.e. without individual 
tuition)? 
 
 
 
 
1: 67% chose option 1 (yes) in the initial assessments. 
 71% chose option 1 in the final assessments. 
2: 33% chose option 2 (no) in the initial assessments 
 29% chosen option 2 in the final assessments. 
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3.4.3.M:.In your opinion, can amateur singers significantly improve their level of 
vocal technique exclusively through choir rehearsals (i.e. without individual 
tuition)? 
 
 
 
 
1: 48% chose option 1 (yes) in the initial assessments. 
 67% chose option 1 in the final assessments. 
2: 52% chose option 2 (no) in the initial assessments 
 33% chosen option 2 in the final assessments. 
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3.5: DISCUSSION:  
Discussion of Initial Quantitative Results  
 
Dictation:  
Of the twenty participants, 30% scored 100% in the initial dictation test.  However, 
taking 40% as the minimum pass grade, as per the Junior Certificate exam, 20% of 
participants failed, with scores as low as 5%. One participant was unable to attempt 
the dictation, returning a blank answer sheet.  Thus, the results of the initial dictation 
reveal a broad spectrum of levels, from zero to 100%.  The average score was 69%.   
Excepting the 30% of participants who scored full marks, the average score was 56%. 
 
Sight-reading: 
The sight-reading assessment results confirmed the wide range of levels within the 
group. Only one participant scored 100%, with perfect intonation, rhythmic accuracy 
and a steady pulse.  The same participant who was unable to attempt the dictation was 
also unable to perform the sight-singing assessment, despite being encouraged, and 
the first intervals sung to aid her. Thus, the spectrum ranges, again, from zero to 
100% in this assessment.  The scores were generally much lower, with many singers 
struggling to maintain a steady pulse, which negatively affected their final grade. In 
terms of pitch accuracy, many problems were observed, particularly ascending and 
descending fourths, which were rarely accurate.  Thus, the average grade of this 
assessment was 58 %.  
 
 
Discussion of Initial Qualitative Results  
Identifying the participants:  
The first graph displays the gender distribution of the participants.  In terms of the 
rehearsal environment, the gender distribution is more balanced, as the non-
participating singers are male. In terms of the participants, however, 62% are female, 
and 38% are male. 
 
The following graphs investigated the professions held by the participants. Just over 
half of the participants (52%) are currently working as musicians, whether 
performing, teaching or researching, or are studying music at university.  The 
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remaining 48% of participants are not currently studying music, nor do they work as 
musicians or in a field related to music.   
 
In terms of differentiating between the students and the professional musicians, 42% 
of the participants are music students, whereas 10% are professional musicians. 10% 
of the remaining participants are students of disciplines other than music, whereas 
38% of the participants work in a diverse range of professional fields, from 
engineering to nursing.     
 
The next question concerned whether the participants had previously sung in a choir.  
The results display that 86% of the participants had previous choral experience, whilst 
14% of the participants had never sung in a choir before. This data proved to be useful 
in terms of identifying the singers who may need the most support.  Drawing a 
correlation   between   these   singers’   previous musical experiences and their current 
levels, the grade average of these participants (s10, s16 and s24), was 15% in both 
their sight-singing and dictation initial assessments. 
 
95% of the participants stated that they had previous musical tuition, with only 5% 
stating that they had never engaged in any form of musical tuition.  However, looking 
more specifically at the level of music education which each participant has 
completed, 10% of participants specified that the only musical tuition in which they 
had participated was in primary school – which, judging by their ages, was at least 
fifteen years previously, and a further 5% of respondents identified themselves as 
amateur musicians, and did not give any indication that they had studied music in 
school, or taken individual lessons. Of the aforementioned singers who had not had 
any previous choral experience, one had music tuition at primary school, one had no 
previous musical experience, but the third had completed the third conservatory grade 
(with voice as her instrument) and therefore would have had previous experience in 
terms of dictation and sight-reading, yet the grades received in the initial assessments 
may be considered very poor, as they were considerably below the average marks. 
Thus, although 25% of the participants have completed the second and/or third 
conservatory grade, it does not automatically imply that they will have a competent 
level of sight-reading or dictation skills, and perhaps revision of these skills would be 
useful. The participants were not required to specify when these conservatory grades 
 153 
 
were completed, therefore it is possible that a number of participants may have taken 
these exams over a decade ago, when they were of school-going age, for example, and 
thus may have forgotten the rudimentary knowledge which they would have gained 
whilst preparing for their conservatory exams. The remainder of the participants have 
completed the higher-level grades at conservatory level (with 5% of participants 
having taken the seventh grade conservatory exams, and 35% having completed the 
eighth grade or its equivalent), whilst the remaining 20% hold or are currently 
completing a degree in Music.  In terms of instrumental tuition, 81% have learned to 
play an instrument, from degree level piano performance to playing the recorder in 
primary school. 19% of the participants stated that they had not had any previous 
instrumental tuition.            
 
Self-Assessment of Current Levels: 
In terms of self-assessment, an equal number of participants chose to describe their 
level of sight-reading as very poor or fair (28.5% of participants selected very poor, 
28.5% of participants selected fair).  Also, an equal number of participants selected 
the less extreme options, with 19% of participants opting to describe their current 
levels as poor or good.  Only 5% of participants described their level of sight-reading 
as excellent. All participants identified sight-reading as a skill which they wished to 
improve. 
 
In terms of dictation, the majority of the participants described their level as being 
fair, with 33% of participants choosing this option.  However, 43% of participants felt 
that their current level of dictation was poor or very poor, whilst only 24% of 
participants described their level of dictation was good or excellent.  This may display 
a lack of self-confidence, as although only 24% of participants felt that their level of 
dictation was good or excellent, 28% of the participants scored 100% on the initial 
tests.  Interestingly, as 24% of the participants described their level of dictation as 
being very poor, the percentage of participants who failed the dictation test according 
to the Junior Certificate in Music examination guidelines was 19%, and including 
those who   managed to achieve the minimum amount of marks required in order to 
pass the dictation according to these guidelines, the percentage of participants is also 
24%.   Dictation was also a skill at which all of the participants wished to improve.  
 
 154 
 
In terms of vocal technique, the singers displayed a considerably greater sense of self-
confidence in their abilities, with only 19% of participants selecting a level lower than 
fair (i.e. poor or very poor), whilst the majority (38%) of participants described their 
current level of vocal technique as good, and 14% would describe their vocal 
technique as excellent. The remaining 29% selected the middle option, fair, to 
describe their level of vocal technique before the rehearsals began.  This was also an 
area in which all of the participants wished to improve.  
 
In terms of motivation, all singers wished to improve in each of the three keys areas 
which were outlined, which may be viewed as transferrable skills which are 
inextricably linked.   It may be argued that if a singer has a strong grasp of intervallic 
patterns and rhythmic accuracy, then the symbol should evoke the sound, and the 
sound the symbol. Therefore, working on sight-reading, intervallic patterns and 
rhythmic patterns should benefit both sight-reading and dictation skills 
simultaneously.  With regard to vocal technique, poor intonation is frequently the 
result of poor singing technique, when singing is not energised, for example, or if 
notes are poorly placed or executed with not enough space. Thus, improving vocal 
technique can have a positive influence on intonation and subsequently sight-reading.  
 
The final question from this part of the questionnaire was designed to measure the 
participants’   current   involvement   in   choral   music   – whether they listen to choral 
music or not, and whether they understand the difference between genres.  Whilst the 
majority of the singers had no preference – 37% - and a further 10% used the final 
option to state that they enjoyed all choral music, Renaissance and Romantic choral 
music were also popular genres, with 14% of participants choosing each option. 
Baroque and 20th/21st century choral music were also equal in terms of popularity, 
with 10% of singers choosing these options. Arrangements of traditional music and 
Negro spirituals/gospel music were not identified by any of the participants. Only 5% 
of the participants said that they did not listen to choral music.  The repertoire on 
which the choir focused was predominantly contemporary – apart from the 
Rachmaninoff, which, although written in the 20th century, may be considered as from 
the Romantic era - as it is possible that some singers may not have had the 
opportunity to explore the wealth and diversity of 20th and 21st century music.      
 
 155 
 
Rehearsal Issues: 
The first questions of the anonymous second part of the questionnaire focused on the 
warm-up,  in  order  to  understand  the  singers’  opinions  prior  to  experiencing  the  way  in  
which the warm-ups were conducted during the rehearsals based on the Kodály 
Concept of Music Education.  
 
Gratifyingly, none of the participants felt that the warm-up was unnecessary.  Neither 
did any of the participants believe that an individual warm-up was sufficient.  The 
vast majority – 71% - chose the second option, saying that the warm-up should 
initially be done individually, and then followed by group exercises at the beginning 
of the rehearsal.  The remaining 29% of participants specified that the warm-up 
should be done collectively, as the responsibility of the conductor.  This may be due 
to   the  singers’  perception  of   their   standard  of  vocal   technique.     The  majority  of   the  
respondents -81% - described their standard of vocal technique as being fair, good or 
excellent, prior to beginning rehearsals.  Thus, it may be considered that 82% of the 
participants already have a good sense of how to warm-up individually, and may 
prefer not to work on technique during the rehearsal, but simply use the warm-up to 
build the collective choral sound.  The 19% of the participants who identified the 
warm-up as being the responsibility of the conductor may need more support from the 
conductor in terms of improving their vocal technique.  Those with little to no 
previous choral experience may not be familiar with exercises to prepare their voices 
for singing.  It is also possible that those who have already achieved a high standard 
of vocal technique may prefer to let the conductor decide how the warm-up should be 
effected in terms of creating the sound quality required for the specific repertoire to be 
performed during the rehearsal.  
 
In terms of how the singers view the warm-up, they were asked, using a Likert 
importance scale, to rate possible functions of the warm-up in their own opinions. As 
may be expected, the highest response was for the first option – 71% of respondents 
identified   ‘to  prepare   the  voice   for   singing’  as  being  very   important   in   terms  of   the  
functions of the warm-up, with the remaining 29% of respondents rating this as 
important.  
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With regard to improving vocal technique, 85% of the respondents agreed that this 
was an important or very important function of the warm-up.  10% of the respondents 
chose the third option, rating this as a moderately important part of the warm-up, 
whilst 5% of the participants viewed this as being unimportant.   
 
To promote good intonation during the rehearsal may be considered as related to 
vocal technique and aural skills, yet considerably more participants identified this as 
being very important, in comparison to the amount of participants who agreed that 
vocal technique, ear training or blend and balance were very important. 53% of the 
participants viewed promoting good intonation as being a very important function of 
the warm-up, with a further 33% agreeing that it was important.  14% of the 
participants rated this as being of moderate importance.      
 
Improving blend and balance within the ensemble may be regarded as one of the most 
fundamental functions of the choral warm-up, yet 10% of the respondents rated this as 
being moderately important.  However, 91% of the participants agreed that this was 
important or very important (43% and 47% respectively). 
  
Whether working on musical literacy skills could be considered important in terms of 
the functions of the warm-up drew considerably more divisive responses. The 
majority of participants (66%), were evenly divided (33% each), in identifying this as 
unimportant or moderately important.  24% of participants agreed that working on 
musical literacy skills was an important function of the warm-up. At either extreme, 
the results were balanced – 5% felt that working on musical literacy skills was very 
unimportant, whilst 5% felt that it was very important.     
 
Working on details such as harmonic progression and rhythmic patterns again veered 
towards being regarded as important by the participants, with over half of the 
respondents identifying this as being important or very important (43% and 10% 
respectively).  33% felt that this was of moderate importance, whereas relatively few 
participants (14%) felt that this was unimportant.  
 
Aural training was also rated highly in terms of its importance as part of the warm-up.  
Whilst only 19% of the participants felt that it was very important, 43% deemed it 
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important, 38% rated ear training as being of moderate importance in terms of the 
warm-up, and no-one felt that it could be considered unimportant or very unimportant. 
 
The responses to whether the participants regarded working on anticipated technical 
and musical difficulties in the repertoire as being an important function of the warm-
up is interesting in terms of the adaptation of the Kodály Concept of Music Education 
for adult amateur choirs, as the concept of sound before sight may be interpreted as 
dictating that the anticipated problems should be explored and corrected before the 
repertoire is introduced. Therefore, although 66% of participants regarded this type of 
work as being important or very important before beginning rehearsals, exposure to 
this way of working may have two possible effects – the singers with more experience 
may feel that the pace of working was too slow, and hence the final results would 
display a reduction in singers considering this as being important or very important, 
or, conversely, the singers may respond well to this way of approaching new 
repertoire and potential challenges, which would push the remaining opinions more 
firmly towards importance.  5% of participants felt that this was unimportant, and 
29% of participants regarded working on anticipated technical and musical difficulties 
in the repertoire as of moderate importance.  These opinions may also be related to the 
individual   singers’   previous   choral   experience,   and   the   standard   of   the   choir   with  
whom they were singing – if the choir enjoyed a good level of musicianship, it may 
not have been necessary to drill particular phenomena before introducing the score, 
for example.  
 
In   terms  of   the   singers’   previous   choral   experience   and   to   gain   an   insight   into  how  
these rehearsals were managed, the singers were asked how they normally rehearse –
or how they have previously rehearsed – a new piece in other choirs.  The singers who 
had no previous choral experience did not answer this question. 
 
None of the participants selected the first option, which was always starting at the 
beginning and singing through until the end of the piece, without stopping if possible, 
and without preparing any specific elements. The results were reasonably evenly 
divided between the remaining three options given. 32% of participants specified that 
they normally rehearsed a new piece by singing through first from the beginning, 
without preparing any passages, then isolating problematic sections, and finally 
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singing through again from the beginning.  The marginally more common technique - 
according to 36% of participants - involved singing through the new piece from the 
beginning, and stopping and fixing problems as they occur. The remaining 32% of 
participants already had previous experience with the method which was used in these 
rehearsals as part of basing the techniques on the Kodály Concept of Music 
Education, which was first isolating and preparing potentially problematic passages, 
then integrating them and finally singing through from beginning to end. 
 
The next question gave singers the opportunity to identify the rehearsal technique 
which they felt would be most effective in terms of rehearsing a new piece.  
Interestingly, although 32% of the participants had previously rehearsed a new piece 
by singing through first from the beginning, without preparing any passages, then 
isolating problematic sections, and finally singing through again from the beginning, 
only 24% of the participants felt that this was the most efficient technique.  The third 
option, which 36% of the participants had already experienced, i.e. singing through 
from the beginning and stopping to fix problems as they occur, was considered the 
most efficient method of rehearsing a new piece by 33% of the participants.  Although 
32% of the singers had previously worked on a new piece by isolating and preparing 
potentially problematic passages, then singing them in context and finally rehearsing 
the piece as a whole, 43% of the singers feel that this is the most efficient way in 
which to rehearse a new piece of repertoire.  
 
The Kodaly Concept of Musical Education and Choral Rehearsals:  
 
In   order   to   gain   an   insight   into   the   singers’   previous   experience   of   the   Kodály 
Concept of Music Education, the singers were asked whether they were familiar with 
the Kodály Concept.  Only 24% of the singers had heard of the concept, with 76% 
having no previous knowledge of the concept. However, all of the singers specified 
that they wished to learn more about the Kodály Concept of Music Education.  
 
The following questions focused on the potential benefits of using rehearsal 
techniques based on the Kodály Concept of Musical Education.  Assuming that at 
least some singers would not have been familiar with the concept, they were given a 
short theoretical introduction, briefly explaining the basic principles, such as sound 
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before sight, and also the teaching methods, such as solfege based on moveable do, 
the use of rhythmic mnemonics and exercises from Kodály’s  Choral  Method.  Using  a  
Likert agreement scale, singers were asked to rate a series of statements regarding the 
potential benefits of using these rehearsal techniques.  
 
Half of the participants specified that they agreed with the statement - moveable do 
can be beneficial when sight-reading, as intervals are easier to recognise - with 7% 
stating that they strongly agreed.  14% of the participants disagreed, whilst 29% of the 
singers were unsure.  
 
In terms of whether using moveable do consistently in rehearsals could be beneficial 
when sight-reading a new work, 7% disagreed, 50% agreed, 14% strongly agreed, and 
29% remained unsure.  The difference between the opening statements was rather 
subtle, but was worded in order to ascertain whether the singers felt that moveable do 
could improve their recognition of intervallic patterns in isolation, and thus benefit 
their level of reading, or if they felt that having a strategy or a systematic method of 
reading could be beneficial, which may explain the slight shift between those 
disagreeing and strongly agreeing.  
 
Returning to whether using moveable do helps to secure intervals, thus improving 
intonation, is extremely pertinent, as the singers with previous musical experience 
were trained exclusively using fixed do.  50% of the participants were unsure as to 
whether intonation would be improve due to using moveable do, with 43% agreeing 
that as the intervals would be more secure, intonation would thus be positively 
affected. 7% of the participants strongly agreed with the statement.     
 
The  singers’  opinions  regarding  whether  using  moveable  do  consistently  during  choir  
rehearsals  can   improve  dictation  skills   should   favourably   correlate  with   the  singers’  
opinions regarding the benefits of using moveable do in relation to improving levels 
of sight-reading, as it is reasonable to consider these as complementary skills, thus 
exercises to improve one skill should simultaneously improve the other.   The same 
percentage of participants both disagreed and strongly agreed with these statements 
(7% and 14% respectively), but 36% were unsure, in comparison to 29% being unsure 
with regard to the benefits brought to sigh-reading, whilst 43% of participants agreed 
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that dictation could improve due to using moveable do consistently, whereas 50% 
agreed that sight-reading could improve due to using moveable do consistently.  
   
Interestingly, although aural training may be regarded as inextricably linked to sight-
reading and dictation, the singers were considerably more positive in terms of their 
agreement with the statement that using moveable do consistently during choir 
rehearsals is beneficial for aural training.  Whilst 43% of the participants were unsure, 
the remaining 47% agreed or strongly agreed with this statement (21% and 36% 
respectively).  
 
As to whether Kodály’s  intonation  exercises  would  lead  to  improved  aural  skills  and  a  
corresponding improvement in vocal technique was met with considerable 
uncertainty, with 64% of participants specifying that they were undecided. This may 
be due to the fact that they had little to no previous experience with these exercises, 
bar a brief spoken description of the kind of exercises.  The remaining 36% of 
participants agreed with the statement, but neither extreme was chosen, which may 
also point to the fact that the singers are largely uncertain. The statement aims to draw 
a correlation between pitching and placing – it may be deduced that in order to pitch a 
note correctly, it should be placed correctly, requiring a certain level of vocal 
technique.  Thus, intonation, aural skills and vocal technique may be trained 
simultaneously through the exercises published as part of Kodály’s  Choral  Method.       
  
The participants were subsequently asked their opinion regarding the mnemonics 
associated with the Kodály Concept of Music Education. In terms of whether the 
participants considered it easier to learn new rhythmic patterns when using the 
mnemonics, 86% of participants were undecided, which is probably due to a lack of 
experience in using these mnemonics.  However, whilst 7% of the participants agreed 
that it was easier to learn new rhythmic patterns when using rhythmic names 
(mnemonics) based on the Kodály Concept of Music Education, 7% of the 
participants also strongly disagreed with the statement.  Perhaps understandably, the 
same results were observed when asked if using the rhythmic mnemonics could result 
in better rhythmic accuracy.  Again, 86% of the respondents were undecided, whereas 
7% agreed, and 7% strongly disagreed – it is reasonable to assume that the each 
individual participant selected the same response for both questions.  
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The final question regarding the benefits of rehearsal techniques based on the Kodály 
Concept of Music Education was perhaps the most controversial in terms of the 
participants’   previous   musical   experience.      The   singers   were   asked   to   what   extent  
they agreed that it is beneficial to incorporate Kodály’s  exercises  which  use  moveable  
do, even in countries which use fixed-do.  43% of participants were unsure, and 7% of 
the participants disagreed.  However, 36% of the participants agreed that it was 
beneficial, and a further 14% strongly agreed with the statement.  
 
Choral Rehearsals and Music Education:  
The next set of questions was devised to ascertain  the  singers’  opinions  regarding  the  
impact of choral rehearsals on the individual, in order to investigate whether choral 
rehearsals could be considered as a viable way in which to improve levels of literacy 
and vocal technique amongst adult amateur singers.  
 
The participants were asked whether, in their own opinion, singers can significantly 
improve their level of musical literacy exclusively through choir rehearsals (i.e. 
without individual tuition.  33% of the respondents responded negatively, explaining 
that everyone needs individual help, and that group lessons cannot substitute for 
individual tuition.  Other reasons included that due to the lack of time available, it 
would be impossible to work on musical rudiments during a choral rehearsal.  
However, 67% of the participants believed that it was possible, citing reasons such as 
the benefits of frequent sight-reading and ensemble on intonation and aural skills.  It 
was also stated that sight-reading improves with regular practice, thus involvement in 
a choir would automatically encourage a certain level of improvement. 
 
However, the participants displayed a considerable level of scepticism in relation to 
whether singers can significantly improve their level of vocal technique exclusively 
through choir rehearsals (i.e. without individual tuition).  A slight majority – 52% - 
said that it was not possible, with the majority of respondents declaring that individual 
voices need individual training.  Of the 48% that agreed with the statement, the 
reasons for their positivity included the fact that choral singing teaches singers to 
control their voices, but some respondents specified that improvements could only be 
made if the conductor was well-trained and had the capacity to clearly demonstrate 
and   explain,   and   another   respondent   clarified   that   only   ‘choral   singers’   could  
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improve, saying that choral training would not be of benefit to soloists, which is 
another matter entirely.  
 
Rehearsing New Repertoire:  
The participants were asked about the most important aspects of rehearsing a new 
piece of music.  It could be argued, of course, that all of the specified elements are of 
equal importance, thus the Likert importance scale allows singers to identify each 
element as being very important, but these questions allow us to ascertain the singers 
priorities in terms of rehearsing a new piece, and to see if there is a difference in the 
importance given to the more mechanical details such as rhythm and intonation in 
comparison to finer details such as phrasing and articulation in the initial stages. 
 
In terms of striving towards rhythmic accuracy, only 38% of the respondents 
considered this to be very important.  48% considered this to be important, and a 
further 14% only considered rhythmic accuracy to be of moderate importance.  These 
results were somewhat surprising, as rhythmic accuracy may be regarded as one of the 
most fundamental elements in terms of reading a new piece of music, and certainly 
when rehearsing.  
 
Intonation was clearly considered to be much more important than rhythmic accuracy, 
with 66% of participants stating that this is very important.  A further 29% responded 
by saying that intonation is important, with 5% considering intonation to be of 
moderate importance.  
 
It was estimated that there would be a strong correlation between the two, as these 
may be considered the most basic and fundamental levels when rehearsing a new 
piece, but this was not observed. The reason for the considerable difference observed 
in terms of the importance given to intonation as opposed to rhythmic accuracy may 
be  attributed  in  part  to  the  individual  singers’  previous  experience.    It  may  be  the  case  
that singers with little experience find it difficult to simultaneously sight-read with 
correct intonation and rhythmic accuracy, and in the case that the rehearsal was not   
managed in such a way as to achieve both (by singing through slowly at first, or by 
first isolating the rhythmically challenging passages, for example), the singers may 
have grown accustomed to focusing on one or the other in the initial readings.  
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Conversely, singers who enjoy a high level of musicianship and who are accustomed 
to working quickly through new repertoire with a certain degree of independence may 
not regard the rhythmic details as important in terms of a group rehearsal – any 
rhythmic difficulties could be worked out individually, whereas the rehearsal gives 
the singer the opportunity to work on intonation in context, which is particularly 
important where there is a great deal of dissonance between voices.  
 
Working on dynamic levels was considered unimportant by 10% of the participants, 
whilst 14% considered dynamics to be of moderate importance when rehearsing a 
new piece.  However, 62% of the participants agreed that dynamics are important, 
with a further 14% of participants specifying that dynamics are very important when 
rehearsing a new piece.      
 
Achieving a balance and blend was considered to be very important by 37% of the 
singers, whilst 29% of participants each considered it important and of moderate 
importance, and only 5% of respondents viewed blend and balance as unimportant 
when rehearsing a new work. This is interesting when compared to rhythmic 
accuracy, in that there was only a very slight increase (1%) in participants whom 
selected rhythmic accuracy as very important (at 38%), compared to balance and 
blend (37%).  It was expected that blend and balance would be considered of lesser 
importance than rhythmic accuracy, although this may support the idea that the group 
of participants are more concerned with intonation – in order to achieve correct 
intonation, balance is very important, especially when the harmonic series is 
considered, whilst blend is related to vocal technique and thus intonation, in terms of 
placing each sound correctly.  
 
Articulation was also one of the more important aspects of rehearsing a new piece, 
with 71% of participants rating articulation as important or very important (38% and 
33% respectively). A small percentage (5%) of participants viewed articulation as 
being unimportant when rehearsing a new piece, whilst 24% consider articulation to 
be of moderate importance.  
 
The participants displayed a very strong preference towards style and phrasing, as 
none of the participants viewed this as unimportant, and 19% of participants chose the 
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moderate importance option.  However, the vast majority (81%) of the participants 
selected important (52%) or very important (29%).  
 
With regard to pronunciation and articulation of text, only 5% of participants 
considered this to be unimportant when rehearsing a new piece.  24% of participants 
selected the moderate importance option, with 38% considering pronunciation and 
articulation of text to be important, and 33% considering it to be very important.  This 
is interesting in terms of the way in which the repertoire was approached during these 
rehearsals – text was generally one of the final components to be introduced, and only 
once the singers had demonstrated that they could accurately perform the rhythmic 
patterns, whilst singing in solfa with accurate intonation.   
 
Vocal technique was considered to be important, with 29% selecting moderate 
importance, 42% specifying that it was important, and 29% stating that vocal 
technique was very important. None of the participants viewed vocal technique as 
unimportant when rehearsing a new piece.  This may display that the singers were 
already aware that very few of the aforementioned musical aspects can be achieved 
without a certain level of vocal technique.  Even the most mechanical aspects, such as 
rhythmic accuracy and pitch require vocal control –for example, placing the notes 
correctly and supporting the sound in order to maintain intonation.  However, to 
accurately adhere to the requested dynamics, vocal technique is important – for 
example, to sing very softly whilst still supporting the sound.  Blend and balance also 
rely on the singers having a certain level of vocal proficiency, in order to create a 
healthy, homogenous sound.  Vocal technique is important when performing passages 
which are highly articulated – for example, to sing staccato notes without engaging 
glottal muscles. Style and phrasing also rely on vocal technique, in order to produce 
the required sound in a healthy manner – for example, increasing the rate of vibrato in 
Romantic music.     
 
3.5.2: DISCUSSION OF FINAL ASSESSMENTS: 
Quantitative Assessments:  
  
The final sight-singing assessment was perhaps easier for the singers than the first, in 
that they were familiar with the procedure, after having participated in the initial 
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assessments.  Thus, the fact that they were being recorded may not have been quite as 
fazing for them as during the initial assessments.  The average grade was 78%.  The 
rhythmic precision was generally very good, whilst the most difficult interval tended 
to be the descending fourth, from s – r.  
 
The dictation assessment saw 60% of the participants achieve full marks. Of the 10% 
of the participants failing this assessment, their assessments showed that they had a 
basic understanding of rhythm and contour.  The average grade in this assessment was 
83%.    
 
FINAL QUALITATIVE ASSESSMENT 
Self Assessment of Current Levels:  
The first question required the singers to re-assess their levels of sight-reading, using 
a five-point Likert scale, in order to compare their current self-assessment with their 
previous self-assessment.  The responses showed that the most popular response was 
the   third   option,   denoting   ‘fair’.      At   either   extreme   of   the   spectrum,   very few 
participants (5%) described their level of sight-reading as very poor.  However, 
relatively few (14%) described their level of sight-reading as excellent.  
 
In terms of dictation, there were a similarly large proportion of singers choosing to 
describe   their   level   of   dictation   as   of   the   ‘middle’   level,   with   43%   of   participants  
describing their level of dictation as fair.  14% of the participants described their level 
of dictation as very poor, which was balanced by the 14% who described their level of 
dictation as excellent. Ignoring the 43% of respondents who chose the middle option 
for a moment, it can be concluded that, as only 24% of the choristers chose to 
describe their level of dictation as poor or very poor, the remaining 33% participants 
were confident to describe their level of dictation as good or excellent.  
 
The next question required the singers to self-assess their current levels of vocal 
technique. Interestingly, none of the participants chose the first option, and only 5% 
chose the second, thus none of the singers felt that their level of vocal technique could 
be described as very poor, and with only 5% choosing to describe their level of vocal 
technique as poor, the remaining 95% of singers feel that their level of vocal 
technique is at a level between fair and excellent. For a group of amateur singers, 
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particularly bearing in mind that a number of singers had no previous choral 
experience, this may be regarded as a very positive result, both in terms of the 
development of musicality and the success of the rehearsal techniques which is 
implied by this result, but also on a personal level, in terms of intrinsic motivation.  
 
With   regard   to   the   participants’   favourite   genres   of   choral   music,   the   results   were  
generally evenly distributed, with classical music being the least popular, and none of 
the participants stating that they do not listen to choral music. 
 
Rehearsals Issues: 
The graph displays that the majority of singers feel that they should warm-up 
individually before arriving to rehearsal, and that the choral warm-up should consist 
of exercises to improve blend and balance, with only 14% of participants agreeing 
that the warm-up should be executed exclusively in the rehearsal, as the responsibility 
of the conductor.  This was a surprising result, and it may be considered that the 
singers perhaps selected the option that they felt was best in theory, as opposed to in 
practice.  Having had the experience of working with this group of singers, the sound 
produced during the initial warm-up exercises tended to display little or no evidence 
of the majority of singers having previously engaged in any singing activities prior to 
arriving for rehearsal.  The music students often arrived to rehearsal having already 
sung during the day, and thus it is understandable that they would have this view, but 
it should be noted that outside of term-time, even the music students tended not to 
arrive at rehearsal having previously warmed-up their voices.  
 
In terms of functions of the warm-up, 90% of the participants agreed that to prepare 
the voice for singing was very important, with only 10% of singers deciding that this 
was important, but not very important.  
 
The importance of improving vocal technique as a function of the warm-up was 
generally highly regarded by the singers, with 43% of the participants describing this 
as important, and 52% describing improving vocal technique as very important.  
However, at the other end of the spectrum, although 95% of the participants were 
positive about the importance of improving vocal technique during the warm-up, 5% 
of the participants felt that this was very unimportant.  Although statistically speaking, 
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this does not have a major impact on the conclusions which may be drawn regarding 
the importance of improving vocal technique, as the overwhelming majority of 
respondents were positive in their attitudes, it does indicate that perhaps a certain 
faction of the choir did not enjoy some aspects of the rehearsal techniques employed, 
and therefore it may be expected that a certain amount of negativity will be 
encountered. 
 
Promoting good intonation as a function of the warm-up was perceived as very 
important by 80% of the participants. 5% of the participants felt that this was of 
moderate importance, with 15% considering the promotion of good intonation to be 
an important function of the warm-up.  
 
Improving blend and balance was seen as very important in terms of the warm-up by 
66% of the participants, with a further 29% of participants indicating that this was an 
important function of the warm-up.  This is interesting, considering that 86% of the 
participants previously stated that the warm-up should consist of exercises which 
focus on blend and balance (as the 86% of participants would already have engaged in 
an individual vocal warm-up).  Thus, it could be expected that 86% of the participants 
would consider blend and balance as a very important function of the warm-up. 
Surprisingly, 5% of the participants viewed blend and balance as unimportant in terms 
of the functions of the warm-up, which does not correlate with other results, such as 
the way in which the warm-up should be executed.  
 
Whether working on musical literacy skills should be regarded as an important 
function of the warm-up proved very divisive, with four options receiving remarkably 
similar support. Only 5% of the respondents stated that this was very unimportant.  
However, a further 24% of the participants viewed musical literacy skills as 
unimportant in terms of the warm-up. As these responses are anonymous, it is not 
possible   to  draw  any  correlations  between   the   individual  singers’  opinions  and   their  
previous musical experience.  It is possible that those who consider it very 
unimportant, or merely unimportant, may already enjoy a competent standard of 
musical literacy, and thus do not need the same support that those with less 
experience may require. It could be argued that these responses may have been 
contributed by those with little experience, who do not consider improving their 
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literacy skills as important in terms of the choral activity in which they wish to 
participate, but this is negated by the results of the initial surveys, whereby 100% of 
participants wished to improve their level of sight-reading. It is, of course, also 
possible that the relative negativity towards focusing on musical literacy skills during 
the warm-up refers to its execution as part of the warm-up – perhaps these singers feel 
that it would be more appropriate to integrate working on literacy skills during the 
rehearsal, and that literacy can be achieved by reading the actual repertoire, without 
recourse to exercises and other materials such as the use of folk material. However, 
although there was a certain degree of negativity displayed by almost a third of 
participants, the remaining 71% of participants regarded working on musical literacy 
skills as being of importance in the warm-up.  It is estimated that the 24% of the 
participants identifying this as very important are those who have had the least 
previous musical experience.  The 28% who decided that musical literacy skills are 
important, and the 19% who chose to rate the development of musical literacy skills 
as important in terms of functions of the warm-up may be comprised of those who 
have an interest in musical pedagogy, such as the third-level music students, in 
addition to those who wish to improve their own standard of musical literacy.   
 
Working on details such as harmonic progressions and rhythmic patterns may not 
traditionally form part of the warm-up in its most basic form, but 76% of the 
respondents identified this as being important or very important (43% and 33% 
respectively) in terms of the functions of the warm-up.  The fact that these elements 
are prepared in the warm-up may lead to more fluency in sight-reading the elements 
in the context of the repertoire, which could account for the strong support given to 
this part of the warm-up. 5% of respondents identified this as very unimportant, with 
14% describing working on details such as harmonic progressions and rhythmic 
patterns as unimportant.  The remaining 5% felt that it was a moderately important 
function of the warm-up.  
 
Ear training was considered to be important (48%) or very important (48%) by the 
majority of the choir, with only 4% of the respondents deeming it unimportant in 
terms of the functions of the warm-up.   It was expected that ear training would be 
considered very important by the vast majority of the choir, as, perhaps even more so 
than many other instruments, such as the piano, singing requires a greater concept of 
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intervallic relations, and choral singing may be considered as even more complex, as 
not only must every pitch be accurately sung, with correct intonation and placement, 
each individual voice and each voice part must be aware of the other, understand their 
function in terms of the line (whether declaiming the melody or providing harmonic 
support), and also understand  individual phenomena such as the correct balance at 
cadential points, for example, so that the chords are balanced according to the 
required sonority.  
 
It was anticipated that the following question would draw divided responses, as apart 
from the value of working on anticipated technical and musical difficulties in the 
repertoire in isolation, the question is specifically considered in relation to the warm-
up, thus some singers may agree that the work is important in terms of preparing 
repertoire, but not necessarily as a component of the warm-up. Thus, almost 15% of 
the participants stated that this was unimportant (9.5%) or very unimportant (5%).   
However, the majority of the respondents - 76% - stated that working on anticipated 
technical and musical difficulties in the repertoire was important (38%) or very 
important (38%).  
 
Creating an atmosphere of productivity for the rehearsal was considered important for 
all of the participants. Only 10% of singers answered that this was moderately 
important, whilst 33% stated that it was important. For a majority of 57%, creating an 
atmosphere of productivity was rated as very important in terms of the functions of 
the warm-up.  
 
Evaluation of the Rehearsal Techniques: 
The choristers were then asked to evaluate the efficiency of the rehearsal techniques 
in terms of each of the aforementioned components of the warm-up, using a Likert 
quality scale. It was expected that there would be a possibility that the components 
which attracted a strong level of negativity in terms of the importance with which they 
were viewed by the participants may also be viewed negatively under these auspices, 
as if, for example, some singers simply do not like working on musical literacy skills, 
it is possible that they would not regard it as being of great importance, and neither 
would they consider it an efficient use of rehearsal time, thus the rehearsal technique 
may be rated poorly, regardless of the manner in which it was executed.  
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 The way in which the warm-up prepared the voice for singing was viewed positively 
by all of the singers, with 10% considering the level achieved to be fair, but the 
remaining 90% of participants felt that the rehearsal techniques employed were good 
(33%) or excellent (57%) in terms of preparing the voice for singing.  
 
The rehearsal techniques which were intended to improve vocal technique were 
generally considered effective by the majority of the choir, with 9% describing the 
efficiency of the warm-up in terms of improving vocal technique as fair, a further 
48% considered this to be good, whilst 38% described the rehearsal techniques as 
excellent in terms of their efficiency in improving vocal technique. However, 5% of 
the respondents considered the efficiency of the rehearsal techniques to be very poor, 
which was disappointing.   
 
The efficiency of rehearsal techniques based on the Kodály Concept of Music 
Education in terms of promoting good intonation during the rehearsal was very 
positively rated by the participants, with 38% describing the results as good, and 62% 
describing the results as excellent.  
 
In terms of improving blend and balance within the ensemble, the majority of 
respondents felt that the rehearsal techniques were effective, as 81% described the 
results as being good or excellent (38% and 43% respectively). Relatively few 
respondents were negative towards the effectiveness of the rehearsal techniques, with 
5% stating that the results achieved were poor, and a further 14% describing the 
results as fair.  
 
The  participants’  evaluation  of   the  success  with  which  the  rehearsal   techniques  bore  
on improving musical literacy skills as part of the warm-up drew somewhat divided 
responses, which was anticipated, as the choristers were undecided as to the 
importance of this aspect of the warm-up in the preceding question, thus evaluating 
the efficiency may be influenced by a pre-existing level of negativity. However, 
although 29% of the respondents stated that this was unimportant or very unimportant 
in terms of the functions of the warm-up, only 9% of the respondents considered the 
results of this component of the warm-up to be poor.  24% described the efficiency of 
the rehearsal techniques in terms of working on musical literacy skills as part of the 
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warm-up as being fair, with 29% stating that they were good. A further 38% 
considered the rehearsal techniques based on the Kodály Concept of Music Education 
to be excellent in terms of the results achieved specifically during the warm-up 
exercises. 
 
The results achieved in terms of details such as harmonic progressions and rhythmic 
patterns during the warm-up displayed that the singers were perhaps more strongly 
opinionated, as the third option was not chosen at all, as a quarter of the participants 
described the results achieved as poor, whereas three-quarter of the singers described 
the results achieved as good or excellent (with 38% of participants each selecting this 
option).     
 
The efficiency of the rehearsal techniques regarding aural training during the warm-
up was positively regarded by the participants.  14% of participants considered the 
results to be fair, whereas the remaining 86%  were   evenly   divided   between   ‘good’  
and   ‘excellent’   (43%   each).   This   is   a   very   positive   result,   as   aural   training  may   be  
regarded as one of the most fundamental components in developing choral singers, 
thus it is important to select rehearsal techniques which will culminate in positive 
results for the choristers and the conductor.  
 
Although just fewer than 15% of the participants regarded working on anticipated 
technical and musical difficulties in the repertoire as an unimportant or very 
unimportant function of the warm-up, in terms of evaluating the results achieved, the 
participants were positive in their responses.  33% of the participants felt that the 
results achieved were fair, whilst 43% described the results as being good, and the 
remaining 24% considered the results to be excellent.  
 
The success of creating an atmosphere of productivity for the rehearsal can be 
difficult   to   evaluate,   as   it   may   be   dependent   on   the   individual   singers’   personal  
motivation and experience.  Some singers may like to be constantly praised, whereas 
others may wish to be constantly challenged, and only praised when the task is well 
completed.  However, in terms of striking a balance, 34% of the singers regarded the 
way in which an atmosphere of productivity for the rehearsal was created as being fair 
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or good (10% and 24% respectively), with the majority (66%) considering it to be 
excellent.  
 
Rehearsing New Repertoire: 
The next pair of questions focused on the most efficient way in which to rehearse a 
new piece,   in   the   singers’   personal   opinions.   None   of   the   singers   felt   that   always  
starting at the beginning and singing through until the end of the piece, without 
stopping if possible, and without preparing any specific elements was efficient. 19% 
of the singers stated that the most efficient way in which to rehearse a new piece was 
to sing it through first from the beginning, without preparing any passages, then 
isolate problematic sections, and finally sing it through again from the beginning.  
14% of the singers advocated singing through the new piece first from the beginning, 
and stopping and fixing problems as they occur. However, the vast majority of 
respondents (67%) agreed that the most efficient way in which to rehearse a new 
piece was by first isolating and preparing potentially problematic passages, then 
integrating them and finally singing through from beginning to end, which was the 
way in which new repertoire was introduced during the choir rehearsals.  This 
question was immediately followed by a request for the choristers to evaluate the way 
in which new repertoire was introduced during the choir rehearsals.  The results 
suggest that the method of introducing new repertoire was well-received, with 43% of 
the participants describing it as good, and the remaining 57% considering it to be 
excellent, despite the fact that a third of the participants do not think that the rehearsal 
technique used is the most efficient. 
 
The Benefits of Rehearsal Techniques based on the Kodály Concept of Music 
Education:  
The singers were subsequently asked to evaluate the potential benefits of using 
methodologies based on the Kodály Philosophy of Music Education during choral 
rehearsals, using a five point Likert scale.  
 
When asked whether moveable do can be beneficial when sight-reading, as intervals 
are easier to recognize, the response was overwhelmingly positive, with 47% of the 
respondents agreeing, and 53% strongly agreeing. This response was not anticipated, 
as it was expected that at least some of the choristers, particularly those with previous 
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musical experience, may find moveable do confusing, and may feel that fixed do is 
easier, but clearly this is not the case, and the introduction of moveable do was clearly 
beneficial in terms of interval recognition and subsequently sight-reading.  
 
The following questions regarding moveable do drew more mixed responses, which 
although still positive, do not display the same strong support of moveable do in 
comparison to the response to first hypothesis.  
 
In terms of whether using moveable do can improve the level of sight-reading a new 
work, 5% of the participants were indifferent.  However, the majority (62% of 
respondents) agreed with the statement, whilst a further 33% of the participants 
strongly agreed that moveable do can improve the level of sight-reading a new work.  
 
There was a similar distribution of opinions in the next question posed, which 
addressed whether moveable do could improve intonation, due to greater security of 
intervals. 10% of the respondents were indifferent, with 52% agreeing and 38% of the 
participants strongly agreeing that moveable do could improve intonation.  
.  
With regard to evaluating the rehearsal techniques employed when teaching new 
repertoire, the singers were first asked to what extent they agreed with the statement 
that isolating and preparing potential problematical sections of a new piece prior to 
the first reading can result in a more precise first reading. None of the participants 
disagreed with statement, although 5% of the respondents were indifferent, neither 
agreeing nor disagreeing.  The vast majority of the participants either agreed or 
strongly agreed with the statement (33% and 62% respectively), which would indicate 
that the rehearsal techniques may be considered efficient in terms of teaching new 
repertoire.  
 
In order to assess the benefits of using moveable do in terms of general musical skills, 
and in order to ascertain whether the singers perceived a strong correlation between 
being able to see what you hear, and to hear what you see, and whether they would 
agree that using moveable do consistently during choir rehearsals can improve 
dictation skills. 24% of the participants were indifferent, neither agreeing nor 
disagreeing.  However, of the remaining participants, 52% agreed with the statement, 
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and 24% strongly agreed. Whilst none of the participants responded negatively to this 
question, it would be interesting to ascertain whether the uncertainty stems from the 
participants scepticism that dictation can improve through choir rehearsals, without 
specifically training the skill (for example, with regular written dictations), or whether 
they are simply unsure as to whether moveable do can be beneficial in terms of 
developing this skill.  
 
Whether moveable do may be considered as beneficial for aural training also drew 
some mixed results, with an almost equal distribution of responses across three 
consecutive fields.  Again, whilst none of the participants disagreed with the 
statement, a relatively high percentage (33%) was uncertain, neither agreeing nor 
disagreeing. The majority of the respondents agreed with the statement, with 38% 
agreeing and a further 29% of participants strongly agreeing.  It would appear to 
somewhat of an anomaly, as was anticipated that in order for moveable do to have a 
positive effect on skills such as interval recognition, sight-reading and dictation, the 
singers’  aural  skills  would  first  have  improved.   
 
The idea of aural training and the connection between aural skills and vocal technique 
was further explored in the following statement.  Interestingly, a considerably higher 
percentage of participants agreed with this statement, linking aural skills and vocal 
technique, specifically in terms of using Kodály’s   intonation   exercises   than   agreed  
with the statement which focused solely on aural skills based on moveable do 
exercises (86% and 67% respectively, an increase of 19%). 5% of the respondents 
disagreed, and 9% of the participants were unsure, but overall, 86% of the singers 
agreed or strongly agreed (57% and 29% respectively) that using Kodály’s  intonation  
exercises (at this point, the singers had been introduced to the exercises from Let Us 
Sing Correctly), are very beneficial for aural training and furthermore, encourage 
good vocal technique.  
 
Considering that the earlier results appeared to display that the singers tended to value 
intonation more highly than rhythmic accuracy, it was anticipated that perhaps 
learning the rhythmic mnemonics associated with the Kodály Concept of Music 
Education may not have been quite as popular as, for example, the intonation 
exercises.   
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The singers were initially asked to whether they agreed that it is easier to learn new 
rhythmic patterns when using the rhythmic mnemonics associated with the Kodály 
Concept of Music Education. 5% of the respondents strongly disagreed, and 33% 
were undecided, neither agreeing nor disagreeing.  However, the majority of the 
participants agreed, with 38% agreeing with the statement and 24% of respondents 
strongly agreeing that the rhythmic mnemonics were beneficial in terms of learning 
new rhythmic patterns.    
 
Whether the increased ease in learning the new rhythmic patterns led to better 
rhythmic accuracy was contested by 5% of respondents who strongly disagreed with 
the statement – it is possible that the same 5% participants whom strongly disagreed 
with the statement that the mnemonics made rhythmic patterns easier to learn were 
also the 5% who strongly disagreed that the mnemonics could lead to better rhythmic 
accuracy. 38% of the respondents were unsure as to whether better rhythmic accuracy 
could be a result of using the mnemonics, but 57% of the participants agreed or 
strongly agreed (19% and 38% respectively) that using the mnemonics associated 
with the Kodály Concept of Music Education led to better rhythmic accuracy.    
 
The final question in this section addressed whether the singers felt that it could be 
considered beneficial to incorporate Kodály’s  exercises  which  use  moveable  do, even 
in countries which use fixed do.  It was anticipated that there may be some resistance 
to moveable do, particularly from those studying or working in music and using the 
fixed do system. However, only 14% of the participants were undecided as to whether 
it is beneficial or not, neither agreeing nor disagreeing.  43% of the participants 
agreed, and 43% of participants strongly agreed that it is beneficial to incorporate 
Kodály’s  exercises  which use moveable do, even in countries which use fixed do.  
 
Choral Rehearsals and Music Education: 
In terms of investigating whether it would be possible to consider the rehearsal 
techniques used as a possible solution towards providing a community-based music 
education programme for adults, the singers were asked whether they felt that it was 
possible to significantly improve levels of musical literacy and vocal technique 
through choral rehearsals, both on a personal level, and at a more general level. 
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71% of the singers stated that singers can significantly improve their level of musical 
literacy exclusively through choral rehearsals, without individual tuition.  The reasons 
to support their opinions included comments regarding the ways in which choral 
singing benefits aural skills, sight-reading, intonation, and also the benefits of 
ensemble singing. The 29% who disagreed stated that beginners need one-to-one 
tuition,  and  others  modified  their  responses  by  selecting  ‘no’  as  their  answer,  but then 
explaining that improvements, but not significant improvements were possible.  When 
asked as to whether they felt that they could significantly improve their own personal 
level of musical literacy exclusively through choral rehearsals, the response was 
almost evenly divided, with 48% of the singers disagreeing, for reasons ranging from 
the better results which can be achieved with undivided individual attention, to the 
fact that due to already enjoying high level of musical literacy, significant 
improvements could not be achieved without individual classes. A slight majority 
(52%), however, believed that they could significantly improve their levels of musical 
literacy exclusively through choral rehearsals, supporting their opinions with 
statements such as the fact that already they have perceived a difference in the 
standard of their aural skills, that the skills learned can be transferred to other musical 
activities, and others stated that it was possible, but only with regular attendance.  
 
The questions   were   repeated,   in   order   to   ascertain   the   singers’   opinions   regarding  
vocal technique.  On a general level, only a third (33%) of the participants stated that 
it was not possible to achieve a significant improvement in levels of vocal technique, 
exclusively through choir rehearsals, with most of the respondents explaining that 
technique should only be addressed on a one-to-one basis. However, two-thirds (67%) 
of the participants believed that significant improvements in vocal technique could be 
achieved exclusively through choral rehearsals. They supported their opinion with 
statements such as the fact that warm-up exercises focus on developing technique, and 
that there is a great deal of technical vocal work done during the rehearsal, in terms of 
developing an ensemble sound, working on diction, enunciation, placing and 
resonance. Furthermore, from a perspective that is particularly interesting in terms of 
this   study’s   focus   on   adult   amateur   singers,   other   comments   included   the   fact   that  
participants do not require a certain starting level in order to participate, and the 
basics are taught and frequently revised through the warm-up exercises. However, on 
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a personal level, a slight majority (57%) of the singers stated that they could not 
significantly improve their levels of vocal technique exclusively through choral 
rehearsals. The reasons given for this varied – the majority of the respondents 
believed that individual voices require individual lessons, and one participant 
expanded on this by explaining that whilst singing in a choir, she tries to blend, and 
therefore   does   not   feel   that   her   ‘real’   voice   is   improving   through   the   exercises,   but  
rather   her   ‘choral   voice’.      Some   of   the   more   interesting   perspectives   included  
participants stating that their current level was too high to improve in a group 
situation, and other who stated that as soloists, too much choral singing was damaging 
for their voice. Of the 43% of the respondents who believed that they could 
significantly improve their personal level of vocal technique exclusively through 
choral rehearsals, reasons cited included the large amount of technical work done in 
these rehearsals, with regard to creating healthy resonance, placing the voice well, the 
focus on intonation in relation to placement and enunciation, in addition to the 
benefits in terms of developing vocal control which these singers feel is synonymous 
with ensemble singing.          
 
Evaluation of the Benefits of Rehearsal Techniques based on the Kodály Concept 
of Music Education:  
In order to assess whether the rehearsal techniques based on the Kodály Concept of 
Music Education had a positive impact on a range of musical details, the participants 
were asked to rate the extent to which they agreed that the rehearsal techniques were 
beneficial, using a Likert agreement scale.  
 
In terms of rhythmic precision, 5% of the participants strongly disagreed that the 
rehearsal techniques had a positive effect on rhythmic accuracy.  28.5% were 
undecided, neither agreeing nor disagreeing, whilst 28.5% of the participants agreed, 
and a further 38% strongly agreed.  Thus, over two-thirds of the participants agree 
that rehearsal techniques based on the Kodály Concept of Music Education have a 
positive impact on rhythmic accuracy.  Furthermore, it is possible that the 5% of 
participants who strongly disagreed with the statement may be comprised of the same 
5% of participants who strongly disagreed that mnemonics are beneficial when 
learning new rhythmic patterns, and also the same 5% of participants who strongly 
disagreed that mnemonics have a positive impact on rhythmic accuracy.  
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There was a considerably more positive response to the benefits that rehearsal 
techniques based on the Kodály Concept of Music Education have on intonation, with 
only 19% of participants neither agreeing nor disagreeing, and 71% of participants 
agreeing or strongly agreeing (38% and 43% respectively). It was anticipated that, due 
to the fact that the research was conducted in a country with a fixed-do tradition, the 
rhythmic aspects of the rehearsal techniques would be considerably more popular, but 
this is not the case, with intonation being a seemingly greater concern for the 
participants.  
 
Interestingly, the results were exactly the same for the impact the rehearsal techniques 
had on aural training as for intonation, a majority of 71% agreeing (38%) or strongly 
agreeing (43%), and 19% of the participants displaying some uncertainty, by neither 
agreeing or disagreeing.  
 
In terms of musical literacy, 10% of the participants disagreed that the rehearsal 
techniques used were beneficial in developing this skill, and a further 5% of the 
participants were undecided. As these responses were anonymous, it is not possible to 
ascertain the level that these participants hold, and neither is it possible to investigate 
as to whether their dictation or sight-reading test results displayed results contrary to 
their opinions.  However, the majority of the participants (85%) either agreed (38%) 
or strongly agreed (47%) that rehearsal techniques based on the Kodály Concept of 
Music Education have a positive impact on the development of musical literacy.        
 
95% of the participants agreed that the rehearsal techniques employed had a positive 
impact on the way in which new repertoire was taught and subsequently learned, 
although 5% of the participants disagreed with this statement.  It is a little 
disappointing that of the 95% of participants agreeing with the statement, only 33% of 
these strongly agreed, which suggests that there are improvements to be made in the 
efficiency with which new repertoire is taught.  
 
In terms of the benefits which the rehearsal techniques bore on learning new rhythmic 
patterns, the same trend was observed, with 5% of the respondents strongly 
disagreeing.  24% neither agreed nor disagreed, but the majority agreed or strongly 
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agreed (28% and 43% respectively) that the rehearsal techniques based on the Kodály 
Concept of Education were beneficial in terms of learning new rhythmic patterns.  
 
The success of the rehearsal techniques in relation to learning intervals drew a 
positive response from the participants, with only 5% disagreeing that the techniques 
were beneficial, and there was an even distribution of the remaining 95% of 
participants between those who agreed, and those who strongly agreed that rehearsal 
techniques based on the Kodály Concept of Music Education were beneficial for 
learning intervals.  
 
The participants were somewhat divided in their opinions regarding the impact which 
the rehearsal techniques bore on vocal technique.  10% of the respondents disagreed, 
whilst 28% were undecided as to whether the rehearsal techniques were beneficial in 
terms of developing vocal technique.  However, 62% of the participants were in 
agreement, with 38% agreeing with the statement, and 24% strongly agreeing with the 
statement.   
 
Evaluation of the Individual Elements of the Rehearsal Techniques:  
 
The singers were then asked to select their favourite piece from the repertoire which 
had already been introduced.  At the time of completion, the singers had worked on 
seven pieces, and all were at various stages of preparation.  It was anticipated that the 
pieces furthest from performance standard would perhaps not be rated as highly as 
those with which the singers could perform comfortably, with musical sentiment in 
addition to the more mechanical details, such as intonation and rhythmic accuracy.  
This was observed to a certain extent, as Kalinda (Sydney Guillaume) and Maná 
(Adonias Calebe) - which were far from performance standard at the time – each 
garnered only 5% of first preferences. As an anomaly, however, none of the choristers 
identified  Part’s  Bogoroditse  Djevo   as   their   favourite,   although   extensive  work   had  
already been completed on this piece when the questionnaires were being completed.  
The   third  movement   from   Petrassi’s  Nonsense and Kodály’s  Turot Eszig a Cigany 
were also evenly rated, with 9.5% of the respondents each identifying these pieces as 
their  favourites.  Rachmaninoff’s  Bogoroditse Devo was the second most popular, with 
14% of the participants voting this their favourite – again, a great deal of work had 
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been done with this piece, and also, the style in which it is written is very similar to 
the  clear  favourite,  Biebl’s  Ave Maria, which 57% of the participants selecting this as 
their favourite piece.  In addition to the similarities in harmonic language, atmosphere 
and style between the two pieces, the choir had already recorded the Biebl at this 
stage, thus a great deal of work had been done on the finer details, such as the exact 
placement of vowels, phrasing, articulation and dynamic control, which the choristers 
did not have the opportunity to do with many other items in the repertoire. 
 
Finally, in order to gain an understanding how the choristers felt about the various 
aspects of the rehearsal techniques employed, they were asked to identify aspects 
which they felt were most enjoyable, and also the least enjoyable.  The questions were 
constructed so as to have a sense of the areas in which the rehearsal techniques could 
be improved.  Four possible options were given, to direct the responses to a somewhat 
homogenous, quantifiable form, but the fifth option was open, thus the choristers had 
the opportunity to specify aspects other than those provided.  
 
The choristers were initially asked to describe which of the methods used in the 
rehearsals was the most useful.  10% of the respondents indicated that using the 
mnemonics for rhythmic values which are associated with the Kodály Concept of 
Music Education was the most useful aspect of the rehearsal techniques employed. 
47% of the respondents identified using moveable do as being the most useful aspect 
of the rehearsals. In terms of using the exercises which are associated with the Kodály 
Concept of Music Education, 19% of the participants found these to be the most 
useful part of the rehearsals. Equally, 19% of the respondents specified that isolating 
and preparing potentially problematic passages before the first reading was the most 
useful rehearsal method used. 5% of the participants chose to use the open answer 
option, and specified that everything was useful.  
 
The majority of the choristers felt that the rhythmic mnemonics were least useful, 
with a relatively large proportion of respondents (56%), specifying that, in their 
opinions, of the rehearsal methods used, the rhythmic mnemonics were the least 
useful.  10% of the respondents identified moveable  as being the least useful 
rehearsal method, and 10% of the respondents felt that the exercises associated with 
the Kodály concept of music education were the least useful.  However, only 5% of 
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the participants felt that isolating and preparing potentially problematic passages 
before the first reading was not useful.  The remaining 19% used the open-ended 
response in order to state that in their opinion, all aspects addressed during the 
rehearsal were useful.  
  
The participants were then asked to identify the aspect of the rehearsals which they 
deemed the least useful.  56% of the respondents considered that the mnemonics for 
rhythmic values which are associated with the Kodály Concept of Music Education 
were the least useful.  
 
As the responses were anonymous, it is only possible to speculate as to why the 
rhythmic mnemonics were considered to be the least useful by such a large percentage 
of the participants. There are a number of hypotheses. Firstly, it should be considered 
that this proportion of respondents may be comprised of those who were already 
rhythmically proficient before beginning the rehearsals – for example, those who are 
currently studying music at university level – thus, from their personal perspectives; 
they may not require any further rhythmic support.  Secondly, it may be considered 
relevant that the responses - those which required the participants to rate the 
importance of various musical aspects when rehearsing a new piece, for example - 
displayed a tendency amongst some of the participants to prioritise pitch over rhythm.  
It is possible that there were flaws in the adaptation of the mnemonics and the way in 
which these exercises were presented to the choir, in which case the rehearsal 
techniques would need to be revised.  However, it is important to bear in mind that 
these responses  focus  solely  on  the  individual  singers’  own  opinions,  thus  the  fact  that  
a large percentage of participants felt that the mnemonics for rhythmic values which 
are associated with the Kodály Concept of Music Education were not useful, may 
refer only to the  individual  singers’  needs  at  this  point,  as  opposed  to  conveying  that  
the mnemonics are, in general, not useful. 
  
10% of the respondents stated that moveable do was the least useful rehearsal 
technique.  Again, it is unclear as to whether this indicates that 10% of the 
respondents do not see the value of moveable do, and therefore consider it not to be 
useful, or if they already have a strong sense of pitch and thus do not require any 
further support.  It is also possible that these respondents feel that, as this project was 
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conducted in a country which uses fixed do, they might feel that outside of these 
specific rehearsals, using moveable do is impractical, and therefore not useful.  As the 
question specified that it should be answered in the  singers’  own  opinions,   it  should  
be remembered that any negativity shown towards any particular aspects may not 
refer   to   the  method   in   general,   but   merely   in   terms   of   the   individual   respondent’s  
current levels.  10% of the respondents identified the exercises which are associated 
with the Kodály Concept of Music Education and Kodály’s  Choral  Method  as  being  
the least useful aspect of the rehearsals.  It is possible that this 10% of the participants 
would prefer to focus on items which are directly related to the repertoire, as opposed 
to learning canons and folk songs and playing games in rehearsal, in order to reinforce 
the target learning information was not an appropriate use of time, as these exercises 
detract from the time spent on the repertoire.  However, although less time is spent 
working on the repertoire, the exercises may be beneficial in terms of developing 
musical competence; therefore the repertoire should be more efficiently assimilated, 
thus reimbursing the time spent. It is also possible that these respondents had 
previously engaged in musical tuition, and thus the exercises may not have provided 
enough of a challenge for the singers.  and that they do not necessarily appreciate the 
way in which the skills learned during these activities can be transferred to the 
repertoire.   
 
5% of the participants felt that isolating and preparing potentially problematic 
passages before the first reading was the least useful aspect of the rehearsals.  It may 
be possible that these participants are those that did not agree that isolating and 
preparing potentially problematic passages before the first reading results in a more 
accurate first reading, and furthermore, that they had not previously rehearsed in this 
way and do not consider it an efficient use of time.  This is particularly 
understandable if the previous choral experience which these individuals had prior to 
participating in these rehearsals was with a choir comprised of singers who read 
music fluently, thus not requiring the same level of support that a group comprising a 
certain percentage of singers with little to no previous experience.  The remaining 
19% of participants selected the fifth option, an open response, and all 19% stated that 
they considered every aspect of the rehearsal to be useful.  
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The next question addressed the aspects of the rehearsals which the singers found the 
easiest.  Interestingly, 48% of the participants considered the mnemonics for rhythmic 
values which are associated with the Kodály Concept of Music Education to be the 
easiest.  This may provide a clearer view as to why so many of the participants 
considered the mnemonics to be the least useful, as it indicates that for almost half of 
the participants, the rhythmic element was by far the easiest, thus they may not need 
to approach rhythmic patterns in this systematic way and therefore not regard the 
mnemonics as useful. 33% of the respondents specified that moveable do was the 
easiest aspect of the rehearsals to grasp, which is a positive sign considering the fixed 
do tradition – one of the primary concerns before beginning rehearsals was that 
introducing moveable do could prove to be very confusing for the participants, 
therefore it is a testament to the logic of the method that a third of the singers 
considered it easy to grasp.  5% of the participants considered the exercises which are 
associated with the Kodály Concept of Music Education and Kodály’s  Choral  Method  
to be the easiest aspect of the rehearsal, suggesting that these exercises were 
challenging.  A further 14% chose isolating and preparing potentially problematic 
passages before the first reading, which again suggests that the singers found the 
repertoire challenging. None of the participants needed to use the open answer option.  
 
The responses to the aspects which the singers found most difficult may confirm the 
conclusions drawn above, regarding the challenging nature of both the repertoire and 
the exercises which are associated with the Kodály Concept of Music Education.  A 
third (33%) of the participants stated that the exercises were the most difficult for 
them.  Furthermore, 24% of the participants stated that isolating and preparing 
potentially problematic passages before the first reading was the most difficult aspect 
of the rehearsal in their opinion. However, this is not necessarily a negative reflection 
on these aspects, as providing challenges for the singers may encourage greater 
participation, and the fact that they found these aspects challenging may reveal the 
effort with which they were participating, and the way in which they actively engaged 
in the activities.  24% of the participants stated that moveable do was the most 
difficult aspect of the rehearsals to grasp.  This was somewhat expected, and it is 
possible that these respondents already had some form of musical education, which, if 
not consolidated, could prove to be more of a hindrance than a help.  If the participant 
had a high standard of music education, it is possible that he or she would be able to 
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rationalise the practical differences between moveable do and fixed do, as both can 
exist simultaneously, in the same way that absolute names and moveable solfa can co-
exist.  However, if the participant had a very basic grasp of fixed do, the incorporation 
of moveable do may be extremely confusing.  Conversely, if the participant had little 
to no previous musical education, it is possible that they would be more open to 
moveable do and find it less challenging, as they could probably just accept the 
concept, without having to rationalise it with previous knowledge. Finally, although 
48% of the participants identified the rhythmic mnemonics as the easiest aspect of the 
rehearsals, a further 19% of the respondents stated that, in their opinions, the rhythmic 
mnemonics were the most difficult aspects of the rehearsals.  Due to the anonymity of 
these responses, it is not possible to ascertain whether the mnemonics were difficult 
due to the participants having previously used other methods, or if the participants 
found rhythm difficult due to a lack of previous musical education.  
 
Finally, the singers were asked to indicate the aspects of the rehearsals which were the 
most and the least enjoyable.  It was intended that this would also serve as an 
indicator as to which of the rehearsal methods may need revision for future use – if, 
for example, a considerable portion of the participants identified the same activity as 
not being enjoyable, it would therefore be worthwhile to consider ways in which to 
make the activity more attractive, as it is important that in addition to improving the 
standard   of   the   choir  members’  musical   competence,   the   rehearsals   should   also   be  
enjoyable, to ensure that the motivation levels of the individual singers are bolstered, 
subsequently ensuring continuing attendance and participation.  
 
19% of the participants stated that using the mnemonics for rhythmic values was the 
most enjoyable aspect of the rehearsal, whereas for 39% of the participants, it was the 
least enjoyable aspect. That a much higher proportion of singers identified this as the 
least enjoyable aspect of the rehearsals is not altogether surprising – a substantial 
number of participants previously described the rhythmic mnemonics as being least 
useful and also the easiest, plus, rhythmic elements were not considered to occupy the 
same sphere of importance as melodic elements, thus this particular group of 
respondents may be slightly biased against rhythmic activities. However, for 19% of 
the participants, the rhythmic mnemonics were the most enjoyable aspect of the 
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rehearsal, which may indicate that with another group of participants, rhythmic 
elements may garner more popularity.  
 
The employment of moveable do was the most enjoyable aspect of the rehearsals for 
37% of the participants. This level of support may be considered as very positive in 
terms of incorporating moveable do in fixed do countries, as it demonstrates the 
willingness of the participants to experiment with other pitch systems, in addition to 
suggesting that moveable do is a useful skill for adult amateur choral singers, with the 
additional benefit of being enjoyable. Although 14% of the participants felt that using 
moveable do was the least enjoyable aspect of the rehearsal, it is unclear as to whether 
this is due to the difficulties these respondents encountered in terms of relating this 
pitch system to the fixed do system, or if the exercises themselves should be revised 
so as to render them more appealing to the singers.  
 
With regard to the suitability of the exercises associated with the Kodály Concept of 
Music Education for adults, 24% of the participants stated that this was the most 
enjoyable aspect of the rehearsal.  This includes the exercises which form part of 
Kodály’s   Choral   Method – the   singers   had   been   working   on   the   ‘Let   Us   Sing  
Correctly’  exercises,  and  it  was  feared  that  perhaps  the  concentration  required  in  order  
to achieve correct intonation may not have been very interesting for singers who may 
prefer to focus solely on repertoire.  This may be the case for the 14% of singers who 
stated that the exercises were the least enjoyable part of the rehearsals.  However, 
given the positivity shown by a larger percentage of the participants, it may be thus 
considered worthwhile to continue with these exercises, particularly as a third of the 
singers identified this aspect of the rehearsal as the most challenging.  
 
10% of the singers stated that isolating and preparing potentially problematic passages 
before the first reading was the most enjoyable part of the rehearsal, which was 
countered by 19% of the participants who classified this rehearsal technique as the 
least enjoyable.  There are various conclusions which could be drawn from this 
statistical evidence – firstly, it is possible that for the singers who had never 
previously rehearsed in this way, and who indicated that they did not consider this 
rehearsal technique to be the most efficient method of preparing new repertoire, these 
exercises may appear to be an inefficient use of time.  Secondly, the way in which the 
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repertoire was prepared was always devised in order to help those with the least 
previous musical experience.  It is possible that the singers who did not enjoy this 
method of approaching new repertoire already had the necessary musical competence 
to accurately sight-read these passages without preparation, thus they may have felt 
impatient with the amount of time spent preparing the potentially problematic 
passages.  However, these opinions should also be correlated with other statements 
which addressed this rehearsal technique – for example, in the initial questionnaires, 
29% of the participants regarded isolating and preparing potentially problematic 
passages in the repertoire prior to the first reading as being very important, and this 
increased to 38% of the participants identifying this as being very important in the 
final questionnaire. Thus, it is necessary to temper the singers enjoyment level with 
the fact that although almost a fifth of the participants felt that it was the least 
enjoyable aspect, that does not detract from its importance, and furthermore, only 5% 
of the participants felt that the isolation and preparation of potential difficulties in the 
repertoire was the least useful aspect of the rehearsals, whereas 19% of the 
participants considered it to be the most useful.  
 
10% and 14% of the participants chose the open response options for this pair of 
questions.  With regard to the most enjoyable aspects of the rehearsal, 10% of the 
participants wrote  ‘everything’.    Of  the  14%  that  chose  the  open  response  option  for  
the final question, they specified that everything was enjoyable.     
   
3.5.3: COMPARISONS BETWEEN THE INITIAL AND FINAL 
ASSESSMENTS: 
 
The results between the first and second questionnaires were subsequently compared, 
in order to ascertain whether any differences could be observed in terms of the 
singers’   self-assessments and also their attitudes towards rehearsal techniques, 
specifically in relation to the Kodály Concept of Music Education.  
 
The  singers’  sight-reading assessments improved by an average of 20%, from 58% in 
the initial assessments to 78% in the final assessments.  In the initial sight-reading 
assessments, 25% of the participants failed the assessment, in accordance with the 
marking scheme, which stipulates a minimum pass grade of 40%.  In the final 
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assessment, none of the participants failed.  In both assessments, the singers were 
encouraged to perform the rhythm accurately, even if they could not attempt the 
melodic pattern.  However, the participants failing the first assessment were unable to 
perform the rhythm accurately or to maintain a steady pulse.  In the final assessment, 
the singers displayed a strong sense of rhythm and pulse, which may account for the 
significant difference between the failure rates between assessments.   
 
The results achieved by the singers in their dictation assessments also improved 
significantly between the initial and final assessments.  In the first assessment, 20% of 
the singers failed.  In the final assessment, this figure had dropped to 10%.   On the 
other end of the spectrum, 30% of the participants scored 100% in the initial 
assessments.  In the final assessments, this figure increased to 60%.  The average 
grade in the initial assessments was 69%.  The average grade in the final assessments 
was 83%, which is an average improvement of 14%.   It should also be considered 
that the singers did not practice this type of assessment over the course of the 
rehearsals.  The dictation exercises were not done individually, nor did the singers 
write them down during the rehearsals.  Instead, the dictation exercises were 
completed aurally and collectively, and then written on the board.  Thus, the 
improvement observed is impressive, and demonstrates that singers in an adult 
amateur choir can significantly improve skills such as dictation exclusively through 
participation in rehearsals which are based on the Kodály Concept of Music 
Education.  
 
In the initial assessments, 28.5% of the participants described their level of sight-
reading as very poor.  In the final assessment, this figure had dropped significantly, 
with only 5% of the participants describing their level of sight-reading as very poor.  
The amount of participants describing their level of sight-reading as poor also 
dropped, from 19% to 14%.  There was an increase of 14.5% of those describing their 
level of sight-reading as fair.  This is extremely positive, as it is probable that those 
with the least choral experience were also those with the most negative perceptions of 
their level of sight-reading.  Thus, the increase in their self-confidence in relation to 
sight-reading may encourage them to increase their choral activity and to further 
improve their levels of sight-reading.  With regard to those who already considered 
themselves to have a good or excellent level of sight-reading, an increase was also 
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observed, with an increase of 5% of participants describing their level of sight-reading 
as good. In the initial assessments, only 5% of the participants described their level of 
sight-.reading as excellent.  In the final assessment, this had increased to 14%. 
Therefore, these results indicate that the rehearsal techniques based on the Kodály 
Concept of Music Education not only served to improve the basic levels of sight-
reading, but also improved the levels of those who had already achieved a high 
standard of sight-reading prior to participating in the rehearsals. Drawing a correlation 
between  these  results  and  the  participants’  perceptions  of  their improvement, only 5% 
of the participants declared that their level of sight-reading had not improved as a 
result of the rehearsals.  However, 52% of the singers stated that their level of sight-
reading had improved, with a further 43% of participants specifying that their level of 
sight-reading had greatly improved.  This is also reflected in the increase in average 
grades achieved by the participants in their sight-reading assessments.  
 
Dictation appeared to be an area in which the participants lacked confidence, with 
only 24% of participants describing their level of dictation as being good or excellent 
in the initial assessments, despite the fact that many of the participants scored full 
marks in the dictation assessments.  In the final assessments, 33% of participants 
described their level of dictation as being very good or excellent.  Whilst 24% of the 
participants felt that their level of dictation was very poor prior to beginning 
rehearsals, this figure had dropped to 14% by the final assessment.  Similarly, 19% of 
participants described their level of dictation as poor in the initial assessments, which 
was reduced to 10% in the final assessments. An increase of 10% was observed in 
those describing their level of dictation as fair.  Whilst the majority of the participants 
(53%) stated that their level of dictation had improved as a result of the rehearsals, 
and a further 33% of participants stated that their level of dictation had significantly 
improved, the remaining 14% of participants stated that their level of dictation had not 
improved as a result of the rehearsal techniques.  However, an improvement was 
observed in all but 5% of the assessments, and the increase in the average grade 
achieved by the participants indicated that rehearsal techniques based on the Kodály 
Concept of Music Education have a positive effect on musical competencies such as 
dictation.  
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It was observed that the singers were generally more positive about their level of 
vocal technique in the initial assessments, in comparison to their self-evaluation of 
their levels of sight-reading and dictation, with 52% of the participants describing 
their level of vocal technique as good or excellent. Conversely, 14% of the 
participants described their level of vocal technique as very poor.  However, by the 
final assessments, none of the participants described their level of vocal technique as 
very poor, which would suggest that the rehearsals had a very positive effect for these 
singers in terms of their self-confidence.  There was no change observed in the 5% of 
singers who described their level of vocal technique as poor. However, there was an 
increase of 9%, from 29% to 38% of singers regarding their level of vocal technique 
as fair, and an increase of 9%, from 38% to 47% of singers describing their level of 
vocal technique as good.  Interestingly, there was a slight drop observed in the amount 
of participants describing their level of vocal technique as excellent, from 14% to 
10%.  Possible hypotheses include that perhaps the singer felt that their level of vocal 
technique had deteriorated as a result of participating in the rehearsals – at least one of 
the participants stated that choral singing was harmful to their voice, as a soloist – or, 
perhaps through the exercises used during rehearsals, these singers discovered that 
their level of vocal technique was not excellent, and that there were areas in which 
they could significantly improve. Whereas the objective assessment of dictation and 
sight-reading is relatively straight-forward, it is perhaps more difficult to objectively 
assess   a   singers’   level   of   vocal   technique,   therefore   it   is   not   possible   to   draw   a  
correlation between these results and the actual differences observed.  However, the 
sound of the choir improved over the course of the rehearsals, which would suggest 
that  the  vocal  technique  of  individual  singers  also  improved,  plus  in  the  singers’  own  
opinions, 67% of the participants stated that their level of vocal technique improved 
as a result of the rehearsals, and 33% of the participants specified that their level of 
vocal technique had greatly improved.  
 
In terms of introducing amateur adult singers to choral music, and expanding their 
horizons,   particularly   with   regard   to   contemporary   choral   music,   the   participants’  
favourite genres of choral music between the initial and final assessments were 
compared. There was an increase of 5% of participants who specified the 
Renaissance, and an increase of 4% of participants who specified Baroque as their 
favourite genre of choral music. There was no change observed in between the 19% 
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of participants who chose Classical and Romantic as their favourite genres.  However, 
whereas 10% of the participants chose choral music from the 20th/21st century as their 
favourite genre of choral music in the initial assessments, this figure had increased to 
24% in the final assessments.  This increase may be attributed to the diversity of 
pieces   introduced   to   the   choir,   from   Biebl’s   Ave Maria to   Petrassi’s  Nonsense, as 
perhaps the singers did not previously consider contemporary music to be accessible 
to them. Interestingly, whereas none of the participants chose arrangements of 
traditional music, Negro spirituals or gospel music as their favourite genre in the 
initial assessments, in the final assessments, 14% of the participants chose this option 
as their favourite genre of choral music. 42% of the participants stated that they had 
no preference in the initial assessments, whereas only 10% of the participants selected 
this option in the final assessments.  Similarly, 5% of the participants stated that they 
did not listen to choral music in the initial assessments, but none of the participants 
selected this option in the final assessments.  This may suggest that not only are more 
of the participants actively engaging in choral music, but that they are more 
knowledgeable about choral music as a result of participating in these rehearsals.     
 
Comparison between the Initial and Final Assessments – Rehearsal 
Management: 
The singers’ opinions regarding how the warm-up should be managed for a choir 
rehearsal show that the amount of participants feeling that the warm-up should be 
done individually, with one or two group exercises at the beginning of the rehearsal 
increased by 11%, from 71% to 82% between the initial and final assessments.  The 
number of participants selecting the third option, that the warm-up should be done 
collectively, as the responsibility of the conductor, fell by 15%, from 29% to 14%.  
The possible explanations are inconclusive – as previously stated, it is considered that 
these opinions are somewhat idealistic, as there was little to no evidence of the 
majority of the singers having previously warmed-up prior to arriving for rehearsal, 
therefore progressing immediately to an exercise which focused only on blend and 
balance was never an option, as the singers needed more support.  Also 90% of the 
participants stated that the rehearsal techniques used were good or excellent for 
preparing the voice for singing, thus it may be regarded as somewhat unusual that 
82% of the participants felt that they would prefer to warm-up individually.  
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The importance with which the singers regarded each component of the warm-up was 
compared, in order to ascertain whether their opinions regarding the function of the 
warm-up had changed as a result of their participation in the rehearsals. An increase 
was observed in the importance with which the singers regarded preparing the voice 
for singing.  In the initial assessments, 29% of the participants considered this to be 
important, and 71% of participants considered this to be very important.  In the final 
assessments, 90% of the participants stated that this was very important, whilst 10% 
stated that it was important.  This may demonstrate a shift in opinion regarding the 
possibility of improving vocal technique during the rehearsal, as initially it appeared 
that the singers considered that the warm-up should focus on blend and balance, as 
opposed to specific technical work.  This is supported by the following question, 
which required the singers to state the importance of improving vocal technique 
during the warm-up.   Whilst 5% of the participants strongly disagreed that this could 
be considered an important function of the warm-up in the final assessments - an 
increase of 5% - none of the participants disagreed - a drop of 5% - and none of the 
participants were unsure – a drop of 10%.  Whilst 29% of the participants considered 
working on vocal technique to be very important in the initial assessments, this 
increased to 52% in the final assessments, with a further 43% of participants agreeing 
that this is important.   This demonstrates not only that working on vocal technique 
can be considered a vital part of the warm-up, but also that it must be effective, as it is 
unlikely that 95% of the participants would regard it so highly if they felt that it was 
not effective.  
 
Promoting good intonation as part of the warm-up also increased greatly with regard 
to the importance awarded by the singers.  Whilst none of the singers considered it to 
be unimportant in the initial assessments, an increase was observed – from 53% to 
80%  - in singers stating that promoting good intonation was a very important 
function of the warm-up.  
 
Improving blend and balance may be regarded as one of the most fundamental 
components of the warm-up, and thus it was somewhat surprising that 5% of the 
singers regarded this as unimportant.  However, in the final assessments, 66% of the 
participants stated that this was very important, an increase of 19% from the initial 
assessments.  
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Traditionally, the choral warm-up may have been regarded as existing merely to 
prepare the voice for singing.  However, in the course of the rehearsals based on the 
Kodály Concept of Music Education, the warm-up comprised a variety of exercises 
and   activities,   which   were   designed   to   improve   the   singers’   musical   skills   – from 
sight-reading to dictation - in addition to working on vocal technique and introducing 
repertoire.   This may have been a somewhat alien warm-up technique to that which 
the choristers had previously experienced.   
 
Thus, in the initial assessments, only 29% of the participants regarded improving 
musical literacy skills to be an important or very important component of the warm-
up.  In the final assessments, this had increased to 52% of the participants rating the 
improvement of musical literacy skills as an important or very important component 
of the warm-up. Working on details such as harmonic progressions and rhythmic 
patterns as part of the warm-up also saw an increase of 23% (from 53% to 76%) in 
participants considering it to be important or very important.  A shift in the 
importance given to aural training as part of the warm-up was also observed between 
the initial and final assessments.   In the initial assessments, 62% of the participants 
stated that aural training was an important or very important function of the warm-up.  
In the final assessments, this had increased by 34%, with 96% of the participants 
considering aural training to be an important or very important function of the warm-
up.        
 
Working on anticipated technical and musical difficulties in the repertoire was 
considered to be an important function of the warm-up, with 76% of the participants 
stating that it was important or very important in the final assessment, compared to 
66% in the initial assessments.  However, there was a slight increase in participants 
deciding that it was not important – in the initial assessments, 5% of the participants 
specified that this was unimportant or very unimportant.  This increased to 14.5% in 
the final assessments. However, 95% of the participants also agreed that isolating and 
preparing problematic sections of a new piece prior to the first reading can result in a 
more precise first reading. Thus, it is possible that the slight increase in those who do 
not regard working on anticipated technical and musical difficulties in the repertoire 
as an important function of the warm-up does not mean that it is not effective.  
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A significant increase was observed in the importance placed on creating an 
atmosphere of productivity for the rehearsal.  In the initial assessments, only 19% of 
the participants stated that this was very important, whereas 57% chose this option in 
the final assessment. This increase means that 90% of the participants consider this to 
be important or very important.  There are a number of hypotheses which could 
explain this shift in opinion.  It is possible that the singers without previous choral 
experience needed extra support, and thus greatly valued the encouragement which 
they received during the warm-up.  It is also possible that those with previous 
experience were not accustomed to the constant encouragement and the relative 
informality of some components of the warm-up – such as kinaesthetic activities – 
which encouraged interaction between the singers and the conductor.  Similarly, the 
fact that the warm-up featured a range of different exercises and activities, and also 
due to the fact that a musical phenomenon was introduced and practised during the 
warm-up may have positively affected motivation.  The warm-up was designed to 
motivate the singers for the remainder of the rehearsal, and each warm-up comprised 
various activities, in the hope of appealing to all learning styles and levels of 
experience. These results prove that the atmosphere of the rehearsal is vitally 
important to the singers.  
 
Comparisons between the Initial and Final Assessments: Rehearsal Issues: 
In the initial assessments, the participants were relatively divided in their opinions 
regarding the most efficient way in which to rehearse a new piece. However, in the 
final assessments, 67% of the participants selected the fourth option – an increase of 
24% - stating that the most efficient way in which to rehearse a new piece was by first 
isolating and preparing potentially problematic passages, then integrating them and 
finally singing through from beginning to end, which was the way in which new 
repertoire was introduced during the choir rehearsals. In the initial assessments, 24% 
of the participants stated that the most efficient way in which to rehearse a new piece 
was to sing it through first from the beginning, without preparing any passages, then 
isolate problematic sections, and finally sing it through again from the beginning, 
which dropped to 19% of the singers in the final assessments. In the initial 
assessments,   33% of the singers advocated singing through the new piece first from 
the beginning, and stopping and fixing problems as they occur, which fell to 14% in 
the final assessments.  Thus, these results demonstrate that isolating and preparing the 
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potentially problematic passages is the most efficient way in which to introduce new 
repertoire.  
   
Given that the majority of the singers did not have any previous experience of the 
Kodály Concept of Music Education, it was interesting to compare their opinions 
regarding the potential benefits prior to the rehearsals, and their opinions after having 
been introduced to the Concept.  
 
Focusing on pitch, the participants were asked whether they agreed that moveable do 
can be beneficial when sight-reading, as intervals are easier to recognise.  In the initial 
assessments, 43% of the participants were unsure or disagreed with the statement. 
However, in the final assessments, all of the singers agreed or strongly agreed with 
the statement (47% and 53% respectively).  Whether using moveable do consistently 
in choir rehearsals can improve the level of sight-reading a new work also saw a large 
increase in participants agreeing with the statement.  Whereas 36% of the participants 
disagreed or were unsure in the initial assessments, by the final assessments, only 5% 
of the participants were unsure. Furthermore, 95% of the participants agreed or 
strongly agreed with the statement (62% and 33% respectively), in comparison to the 
initial assessments, whereby 64% of the participants agreed or strongly agreed (50% 
and 14% respectively). 50% of the participants were unsure as to whether using 
moveable do during choral rehearsals can improve intonation in the initial 
assessments, whilst 43% agreed and 7% strongly agreed.  In the final assessments, 
there was a considerable increase in support for moveable do, with only 10% of the 
participants remaining uncertain about the effects of moveable do on intonation.  The 
vast majority (90%) of the participants agreed (52%) or strongly agreed (38%) with 
the statement. Thus, it can be observed that there was a significant increase in the 
amount of participants who agreed that moveable do is beneficial in relation to sight-
reading, as gradually training specific intervals through moveable do enables greater 
sight-reading accuracy in addition to improving intonation.  It should be considered 
that many of the participants were unsure of the benefits whilst completing the initial 
assessments, as the majority of the participants had no previous experience of the 
Kodály Concept of Music Education.  However, after having participated in the 
rehearsals, the singers clearly felt that moveable do had a positive effect on these 
specific musical elements, which would strongly suggest that rehearsal techniques 
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based on the Kodály Concept of Music Education are beneficial for adult amateur 
choristers.  
 
In the initial assessments, the choristers were somewhat divided regarding the most 
efficient way in which to rehearse a new piece, with 24% choosing to sing the piece 
through, first from the beginning, without preparing any passages, then isolate 
problematic sections, and finally sing it through again from the beginning. In the final 
assessments, 19% of the participants still felt that this was the most efficient way in 
which to rehearse. However, whilst 33% of the singers advocated singing through the 
new piece first from the beginning, and stopping and fixing problems as they occur in 
the initial assessment, by the final assessments only 14% of the participants continued 
to regard this as the most efficient rehearsal technique.  The way in which the 
rehearsals were   managed - first isolating and preparing potentially problematic 
passages, then integrating them and finally singing through from beginning to end – 
saw an increase in support, with 67% of the participants stating that this is the most 
efficient way in which to rehearse a new piece, an increase of 24% compared to the 
initial assessments.  Thus, it may be concluded that the majority of the singers (67%) 
felt that the rehearsal techniques based on the Kodály Concept of Music Education are 
efficient in terms of preparing new repertoire with an adult amateur choir.  
 
The results clearly show that after having participated in the rehearsals, the choristers 
consider moveable do to be beneficial in terms of intonation and sight-reading.  
However, the benefits of moveable do on other musical competencies drew some 
mixed responses from the choristers. In relation to dictation, there was an increase in 
the amount of participants who felt that using moveable do consistently in choir 
rehearsals can improve dictation skills. 76% of the participants agreed (52%) or 
strongly agreed (24%) with the statement in the final assessments, compared to 57% 
(43% and 14% respectively) in the initial assessments.  24% of the participants were 
still unsure, which although less than the initial assessments (36%) is still a sizeable 
proportion.  However, the increase in the average grade achieved in the objective 
dictation assessments proves that moveable do can have a positive effect on the 
standard of dictation held by members of an adult amateur choir. Conversely, fewer 
participants strongly agreed that using moveable do consistently is beneficial for aural 
training in the final assessments (29%) than the initial assessments (36%). 
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Nonetheless, there was an increase (17%) in those agreeing with the statement, and 
none of the participants disagreed with the statement, which implies that the 
participants agree that moveable do can be beneficial for aural training. With regard to 
the Kodály intonation exercises, according to the results, these are very beneficial for 
ear training, and encourage good vocal technique.  In the initial assessments, the 
majority of the participants (64%) were unsure.  However, after their introduction to 
Kodály’s  intonation  exercises  (Let Us Sing Correctly), the majority of the participants 
agreed (57% - an increase of 21%) or strongly agreed (29%, an increase of 29%) that 
Kodály’s  intonation  exercises  are  beneficial  for  ear  training  and  also  encourage  good  
vocal technique, thus they may be considered excellent material for an adult amateur 
choir.  
 
The initial assessments display that very few of the participants were familiar with the 
rhythmic aspects of the Kodály Concept of Music Education – 86% of the participants 
neither agreed nor disagreed as to whether it was easier to learn new rhythmic pattern 
when using the mnemonics based on the Kodály Concept of Music Education.  
However, after being introduced to the mnemonics, only 5% of the participants 
disagreed whilst 33% remained unsure.  The majority either agreed (38%) or strongly 
agreed (24%), demonstrating that the mnemonics based on the Kodály Concept of 
Music Education could help adult amateur choristers to learn new rhythmic patterns. 
A similar pattern was observed in the second statement which focused on rhythm. 
Again, 86% of the participants were unsure as to whether using rhythmic names based 
on the Kodály Concept of Music Education leads to better rhythmic accuracy. 
Although 38% remained unsure in the final assessments, 57% of the participants 
either agreed (19%) or strongly agreed (38%) with the statement, compared to the 7% 
who agreed with the statement in the initial assessments.  
 
One of the more controversial statements - it   is   beneficial   to   incorporate   Kodály’s  
exercises which use moveable do, even in countries which use fixed-do – was met 
with uncertainty in the initial assessments, with 43% neither agreeing nor disagreeing 
and 7% disagreeing.  However, in the final assessments, none of the participants 
disagreed with the statement, and the number of participants who were unsure 
dropped by 29% to 14%. Thus, 86% of the participants either agreed or strongly 
agreed  that  it  is  beneficial  to  incorporate  Kodály’s  exercises  which  use  moveable  do,  
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even in countries which use fixed-do, which indicates that the rehearsal techniques 
based on the Kodály Concept of Music Education can be beneficial for adult amateur 
choristers, regardless of the pitch system used in their country.  
 
Only a slight change in opinion was observed in relation to whether the participants 
felt that they could significantly improve their level of musical literacy exclusively 
through choir rehearsals, without individual tuition.  4% of the participants changed 
their mind during the course of the rehearsals, resulting in a majority of 71% agreeing 
that it is possible to significantly improve levels of musical literacy exclusively 
through choir rehearsals. A more significant change was observed in relation to 
whether amateur singers could significantly improve their level of vocal technique 
exclusively through choir rehearsals, without individual tuition.  In the initial 
assessments, the majority (52%) of the participants disagreed with this statement.  
However, in the final assessment, a majority of 67% agreed that it is possible for 
amateur singers to significantly improve levels of vocal technique, exclusively 
through choral rehearsals.     
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CONCLUSION: 
 
The choral rehearsal must be both enjoyable and productive for both the choristers 
and the conductor. The rehearsals must be organised so that the choir develops as an 
instrument whilst achieving targets such as performance accuracy, in addition to 
helping the singers to develop their musical skills – such as fluent sight-reading, 
rhythmic accuracy and correct intonation – which should ultimately result in a better 
standard of performance.  Thus, it is important to employ rehearsal techniques which 
will address these needs.   
 
Based on the literature regarding how we learn, the Kodály Concept of Education 
complies with the information-processing model of memory and cognition. Promoting 
both declarative and procedural knowledge due to the basic tenet of sound before 
sight, the Kodály Concept of Music Education may be one of the most beneficial 
philosophies which can be drawn on when devising appropriate rehearsal techniques 
for an adult amateur choir.  The components which form the basic music education 
methodologies associated with the Kodály Concept of Music Education, such as 
moveable do, mnemonics and kinaesthetic activities to reinforce the learning 
objective are positively associated with schools of thought such as the gestaltqualitat 
theory and due to their diversity, should appeal to a broad range of learning styles.   
 
The results of both the qualitative and quantitative assessments clearly demonstrate 
that the participants in the choir improved significantly in terms of reading and 
dictation. This may be attributed to the beneficial impact which the rehearsal 
techniques based on the Kodály Concept of Education had on the participants. By 
systematically training intervallic and rhythmic patterns, through experience-based 
learning, the singers can develop a stronger awareness of the connection between the 
sound and the symbol. This may account for the considerable improvement which 
was observed between the initial assessments and the final assessments in both sight-
reading and dictation. In relation to learning repertoire, by adhering to the basic tenets 
of the Kodály Concept of Music Education, the singers experience the phenomenon 
before being introduced to its visual representation. By applying this principle in 
terms of a rehearsal technique for an adult amateur choir, it is possible to achieve both 
a specific learning objective, in addition to laying the foundations for future learning.  
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Due to the specific learning objective being learned in isolation, the singers have a 
greater opportunity to assimilate the phenomenon, and understand it in isolation, 
engaging in both procedural and declarative knowledge procedures. Thus, this 
knowledge is then transferrable, so that when the phenomenon is placed in context in 
a particular piece, the singers automatically have a frame of reference, with the 
symbol evoking the sound. Therefore, by beginning with simple musical phenomena, 
in order to ensure a solid foundation, the choir can gradually build up their repertoire 
of sounds and symbols, leading the individual singers towards greater independence 
in terms of musical literacy, and benefitting the choir as a unit, by enabling the choir 
to progress to more challenging repertoire.   
 
The results which were observed with this group of participants were dramatic in 
terms of the substantial increases in the average scores of the quantitative 
assessments.  With regard to the individual singers, the qualitative assessments show 
the change in opinion which was effected between the first and last rehearsals in the 
term of work.  Despite the potential challenge of working with moveable do in a fixed 
do environment, the singers engaged in the activities, and agree that rehearsal 
techniques based on the Kodály Concept of Music Education can be beneficial for an 
adult amateur choir. 
 
In terms of future research and development, the results of this experiment 
demonstrate that participants in adult amateur choirs can improve their standards of 
musical literacy, dictation and vocal technique through the application of rehearsal 
techniques based on the Kodály Concept of Music Education.  Consequently, it may 
be regarded as an appropriate model from which to develop rehearsal techniques 
which serve not only to benefit the choir as an entity, in relation to efficiently learning 
repertoire and maintaining correct intonation and rhythmic accuracy, but also the 
conductor and, most importantly, benefitting the singers as individuals. For the 
conductor,   developing   the   choir’s   literacy   skills   and   aural   awareness   means   that  
ultimately, a greater portion of rehearsal time may be devoted to finer details such as 
interpretation.  Thus, the time spent integrating exercises based on the Kodály 
Concept of Music Education in order to improve these skills may be regarded as an 
investment for the future.  For the singers as individuals, participating in an adult 
amateur choir whereby the rehearsal techniques are based on the Kodály Concept of 
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Music Education gives each individual the opportunity to develop skills such as 
musical literacy, to which they may not have had previous access. For those with 
previous musical experience, participating in an adult amateur choir which 
simultaneously focuses on preparing repertoire and developing musical skills may be 
an appropriate solution in terms of maintaining participation in musical activities in 
addition to continuing their musical education.  
        
Particularly in the current economic climate, it is pertinent to explore ways in which 
to provide an economically viable solution to improving standards of music education 
and encouraging participation in musical activities, particularly for adult amateur 
singers, who have limited opportunities to actively engage in music-making due to a 
lack of previous experience.  Employing rehearsal techniques based on the Kodály 
Concept of Music Education for an adult amateur choir does not require a significant 
financial outlay or special equipment – the use of piano is not recommended, for 
example, and as many of the exercises are kinaesthetically based, very little materials 
are required, in terms of books and worksheets. Similarly, participation in an adult 
amateur choir does not imply a substantial time commitment on the part of the singers 
– the positive results observed in this research was the culmination of ten ninety-
minute rehearsals, conducted over a period of twelve weeks.  The fact that these 
rehearsal techniques can also facilitate mixed-level teaching means that the rehearsals 
should be accessible to all, regardless of their previous experience, as the singers can 
develop at their own pace.  
 
Thus, it may be concluded that rehearsal techniques based on the Kodály Concept of 
Music Education are beneficial for adult amateur choirs, due to the improvements 
which were observed in the course of this field work.  Apart from the objective results 
– the improvements in sight-reading and dictation – the participants also agreed that 
the rehearsal techniques were beneficial.  Furthermore, the majority of the participants 
agreed that they could significantly improve their standard of musical literacy 
exclusively through choral rehearsals. The implications of this research may thus 
result in the promotion of adult musical education and increased participation in adult 
amateur choirs.  
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APPENDIX ONE: INITIAL DICTATION: 
 
 
SOLUTION:  
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MARKING SCHEME:  
 
CQ.4 DEACHTÚ DICTATION 
Marcanna Marks 
A Ten melody notes—2  marks  each  …  20 
B Ten rhythmic values—1.5  marks  each  …  15 
Bonus for dotted crotchet  and  quaver  in  correct  places  …  1 
C Bar lines in the correct positions—1  mark  each  …  4 
40 
 
Nótaí Notes: 
- In A, exceptionally, allow up to one third if contour (shape)—but 
not pitch or intervals—is correct (minimum of three consecutive notes) 
- In C, deduct 1 mark for extra bar line 
- Deduct 1 mark for each extra note 
- Ending on high doh—1 mark   
 
This dictation and the marking scheme were taken from the Irish Junior Certificate 
Examination in Music (2011).   
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APPENDIX TWO: INITIAL SIGHT-READING ASSESSMENTS: 
 
 
 
First  Exercise:  No.  315  from  Kodály’s  333  Reading  Exercises:   
Singers were instructed to sing to any syllable, and were given the option to transpose 
the melody if they wished. 
 
 
 
 
 
 
 
 
 
 
 
Second Exercise: No. 52 from Kodály’s  100  Cherubissian  Melodies. Singers were 
instructed to sing to any syllable, and were given the option to transpose the melody if 
they wished. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 214 
 
APPENDIX THREE:  
Initial Questionnaire, completed prior to the first rehearsal.  
 
 
 
 
 
 
 
Departamento de Comunicação e Arte 
 
 
QUESTIONÁRIO INICIAL PARA OS CORISTAS 
 
As repostas ao questionário serão usadas para a parte experimental da dissertação de 
mestrado,  ‘The  Benefits  of  Rehearsal  Techniques  based  on  the  Kodály Philosophy of 
Music  Education  in  the  Choral  Rehearsal’. 
 
O tempo de resposta do questionário é de aproximadamente 30 minutos e deve ser 
feito antes do primeiro ensaio do coro.  
 
O questionário é composto por duas partes: a primeira identificada e a segunda 
anónima. 
 
A recolha de dados pessoais é necessária apenas para o tratamento de dados, não 
sendo utilizados para outros fins ( os dados mantêm-se privados). 
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QUESTIONÁRIO – PRIMEIRA PARTE: DADOS PESSOAIS  
 
Nome:   _____________________________ 
 
Idade:  _____________________________ 
 
Telemóvel: _____________________________ 
 
Email:   _____________________________ 
 
Profissão:  _____________________________ 
 
Já alguma vez cantaste num coro?   Sim   Não  
 
Se sim, durante quanto tempo? _____________________________ 
 
Já estudaste música?   Não  Sim  
 
Se sim, indique a qual nível: 
(Por favor escolhe () apenas uma opção) 
 
Músico Amador 
2˚  Grau (Conservatório) 
5˚  Grau  (Conservatório) 
7˚  Grau  (Conservatório) 
8˚  Grau  (Conservatório) 
Escola Profissional 
Licienciatura 
Outro: _______________________________ 
 
 
 
 
  
 
 
 
 
 
 
 
 
Já tocaste algum instrumento? Se sim, qual?   
 
_____________________________ 
 
 
Qual é o teu nível de leitura de música? 
(Por favor escolhe () apenas uma opção) 
 
Mau 
Insuficiente 
Suficiente 
Bom 
Excelente 
 
 
 
 
 
 
 
 
 
 
Gostarias de melhorar o teu nível de leitura 
de música? 
 
 
 
Sim   Não  
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Qual é o teu nível de primeira leitura? 
(Por favor escolhe () apenas uma opção)   
Mau 
Insuficiente 
Suficiente 
Bom 
Excelente  
 
 
 
 
 
 
 
 
Gostarias de melhorar o teu nível de 
primeira leitura? 
 
 
Sim   Não  
Qual é o teu nível de ditado? 
(Por favor escolhe () apenas uma opção) 
Mau 
Insuficiente 
Suficiente 
Bom 
Excelente     
 
 
 
 
 
 
 
 
 
Gostarias de melhorar o teu nível de ditado? 
 
 
Sim   Não  
Qual é o teu nível de técnica vocal? 
(Por favor escolhe () apenas uma opção) 
Mau 
Insuficiente 
Suficiente 
Bom 
Excelente    
 
 
 
 
 
 
 
 
Gostarias de melhorar o teu nível de técnica 
vocal? 
 
 
Sim   Não  
Qual o tipo de música coral que preferes? 
(Por favor escolhe () apenas uma opção) 
Renascimento    
Barroco     
Clássica     
Romântica     
Seculo XX/XXI  
Não oiço musica coral 
Não reconheço a diferença entre os diferentes 
tipos de música coral    
Outros: 
______________________________________
______________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
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QUESTIONÁRIO – SEGUNDA PARTE: ANÓNIMO 
 
A.  Como é que achas que  o aquecimento deve ser feito num ensaio coral? 
(Por favor seleccione () a resposta com a qual te identificas mais) 
 
O aquecimento deve ser feito apenas individualmente de forma autónoma, 
antes de chegar ao ensaio; 
 
 
 
O aquecimento deve ser feito numa primeira fase individualmente (antes 
de chegar ao ensaio) e posteriormente em conjunto (no início do ensaio); 
 
 
 
 
O aquecimento deve ser feito apenas em conjunto no início do ensaio, 
sendo da responsabilidade do maestro; 
 
 
 
 
O aquecimento não é necessário; 
 
 
 
Outro: ______________________________________________ 
            ______________________________________________ 
 
 
 
 
B. Na tua opinião, quais são os principais objectivos do aquecimento?:  
(Para responder, coloque uma cruz ( ) no numero que melhor descreve a tua 
opinião) 
 
1 =  
Nada 
importante 
2 =  
Pouco 
Importante;  
 
3 = 
Nem 
importante/ 
Nem sem 
importância;  
 
4 =  
Importante; 
5 =  
Muito 
Importante 
 
1 2 3 4 5 
Preparar a voz para cantar:         
 
Melhorar a técnica vocal:         
 
Manter uma boa afinação durante o ensaio:       
 
Melhorar o equilíbrio e mistura sonora:       
 
Trabalhar a competências de literacia músical:      
 
Trabalhar detalhes tais como as progressões  
harmonicas e rítmicos:         
 
Treinar a audição:          
 
Isolar antecipadamente problemas do reportório:      
 
Criar um ambiente produtivo durante o ensaio:      
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C. Caso tenhas pertencido ou pertences a outro coro, normalmente, como é que  
tu ensaias/ ensaiaste uma nova obra?   
(Por favor selecciona com um ( )  a resposta com a qual te identificas mais) 
 
Ensaiar a obra inteira (começando sempre pelo início até ao fim, caso não 
haja necessidade de parar), sem preparar elementos específicos; 
  
 
 
Ao ínicio, ensaiar a obra inteira, de seguida treinar elementos específicos 
e posteriormente voltar a treinar a obra inteira; 
 
 
 
Ensaiar a obra do início, com paragens para resolver problemas que 
possam surgir;   
  
 
 
Isolar e prepara potenciais passagens problemáticas, integrá-las e 
posteriormente ensaiar a obra inteira; 
 
 
 
 
D.Como é que tu achas que é a forma mais eficáz de ensaiar uma nova obra? 
(Por favor selecciona com um () a resposta com a qual te identificas mais) 
 
Ensaiar a obra inteira (começando sempre pelo início até ao fim, caso não 
haja necessidade de parar), sem preparar elementos específicos; 
  
 
 
Ao ínicio, ensaiar a obra inteira, de seguida treinar elementos específicos 
e posteriormente voltar a treinar a obra inteira; 
 
 
 
Ensaiar a obra do início, com paragens para resolver problemas que 
possam surgir;   
  
 
 
Isolar e prepara potenciais passagens problemáticas, integrá-las e 
posteriormente ensaiar a obra inteira; 
 
 
 
 
E. Tens conhecimentos sobre a Filosofía de Educação Musical de Kodály? 
(Por favour escolhe () uma opção) 
Não  Sim  
Se sim, explica porquê:: 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
 
 
F. Gostarias de aprender mais sobre a Filosofía de Educação Musical de Kodály? 
(Por favour escolhe () uma opção) 
 
Sim   Não  
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G. Na tua opinião, quais são os possíveis benefícios de utilizar a metodologia 
baseada na Filosofía de Educação Musical de Kodály durante os ensaios? 
(Para responder, coloca uma cruz () no numero que melhor descreve a tua 
opinião) 
1 =  
Não concordo 
totalmente 
2 =  
Não concordo 
parcialmente 
 
3 = 
Indiferente  
 
 
4 =   
Concordo 
parcialmente  
5 =  
Concordo 
totalmente 
 
1 2 3 4 5 
Dó Móvel pode ser benéfico ao nível da 
primeira leitura, porque os intervalos 
são mais fáceis de perceber;   
 
 
     
 
Utilizar Dó Móvel  com consistência 
durante os ensaios corais pode melhorar o 
nível da primeira leitura de uma nova 
obra;                    
 
 
 
     
 
Durante os ensaios corais, Dó Móvel  
pode melhorar o afinação, porque os 
intervalos são mais seguros;                                   
 
 
 
     
Isolar e prepara potenciais passagens  
problemáticas antes da primeira leitura de 
uma nova obra pode resultar num 
primeira leitura mais precisa;                     
 
 
 
     
 
Utilizar Dó Móvel com consistência 
durante os ensaios corais pode melhorar o 
nível de ditado;            
 
 
 
     
Utilizar Dó Móvel com consistência é 
benéfico para treinar a audição;  
 
 
     
Os exercícios do Kodály são muito 
benéficos para treinar a audição, e podem 
apoiar a nível da técnica vocal; 
 
 
     
 
É mais fácil de aprender novos ritmos 
quando se utiliza os nomes dos valores 
rítmicos de acordo com a Filosofia de 
Educação Musical de Kodály; 
 
 
 
 
     
Os valores rítmicos são mais precisos 
quando se utiliza os nomes da valores 
rítmicos de acordo com a Filosofia de 
Educação Musical de Kodály;  
 
 
 
     
 
É benéfico incorporar os exercícios de 
Kodály que usam Dó Móvel , mesmo 
num país onde se utiliza Dó fixo;         
  
 
 
 
     
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H. Na tua opinião, os cantores podem melhorar significativamente o seu nível de 
literacia musical exclusivamente através dos ensaios corais (sem aulas 
individuais)? 
(Por favor escolhe () uma opção) 
Sim   Não  
Por favor explica porquê: 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
 
I. Na tua opinião, os cantores podem melhorar significativamente o seu nível de 
técnica vocal exclusivamente através dos ensaios corais (sem aulas individuais)? 
(Por favor escolhe () uma opção) 
Sim   Não  
Por favor explica porquê: 
 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
 
 
J. Na tua opinião, quais são os aspectos mais importantes no ensaio de uma 
obra? 
(Para responder, coloque uma cruz () no numero que melhor descreve a tua 
opinião) 
 
1 =  
Nada 
Importante 
2 =  
Pouco 
Importante  
 
3 = 
Nem 
Importante/ 
Nem sem 
Importância  
 
4 =  
Importante 
5 =  
Muito 
Importante 
 
1 2 3 4 5 
Precisão de Rítmico          
 
Afinação           
 
Dinâmicas           
 
Equilíbrio e mistura sonora         
 
Articulações           
 
Estilo e Fraseado          
 
Língua/ Pronúncia do texto              
 
Técnica Vocal:          
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10. Na tua opinião, quais são as partes mais agradáveis de um ensaio coral?   
(Por favor, numera as seguintes frases sendo 1= pouco agradável, e por ordem 
crescente, 8 = muito agradável): 
 
 Treino da técnica vocal       
 
 Treino Auditivo      
 
 Correcção ao nível rítmico, melódico e harmónico. 
 
 Correcção ao nível dinâmica, fraseado e articulação.   
 
 Correcção ao nível da pronúncia do texto    
 
 Canto de reportório já assimilado       
 
 Primeira leitura de novo repertório        
 
 Outro: ______________________________________________________ 
   
_____________________________________________________  
 
11. Na tua opinião, quais são as partes mais irritantes de um ensaio coral?   
(Por favor, numera as seguintes frases sendo 1= pouco irritante, e por ordem 
crescente, 8 = muito irritante): 
 
 Treino da técnica vocal       
 
 Treino Auditivo      
 
 Correcção ao nível rítmico, melódico e harmónico. 
 
 Correcção ao nível dinâmica, fraseado e articulação.   
 
 Correcção ao nível da pronúncia do texto     
 
 Canto de reportório já assimilado       
 
 Primeira leitura de novo repertório        
 
 Outro: ______________________________________________________ 
   
_____________________________________________________  
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APPENDIX FOUR: INITIAL QUESTIONNAIRE, ENGLISH TRANSLATION 
 
 
 
 
Departamento de Comunicação e Arte 
 
INITIAL QUESTIONNAIRE FOR CHOIR MEMBERS 
 
 
The responses to this questionnaire will be used as part of the research conducted for 
the  Master’s  dissertation  entitled  ‘The  Benefits  of  Rehearsal  Techniques  based  on  the  
Kodály Philosophy  of  Music  Education’. 
 
The estimated time required to complete this questionnaire is 30 minutes, and the 
questionnaire should be completed before attending your first rehearsal of this choir. 
 
The questionnaire comprises two parts – in the first, the respondent will be identified, 
but in the second, the respondent will remain anonymous. 
 
The collection of personal details is necessary with regard to the research (need to 
change this), but the data collected will not be distributed (in every case, the data 
collected will remain confidential).   
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PART ONE: PERSONAL DETAILS:  
Group A (Idenfication): 
 
1. Name:      _____________________________ 
 
2. Age:     _____________________________ 
 
3. Tlm:     _____________________________ 
 
4. Email:     _____________________________ 
 
5. Profession:     ______________________________ 
 
 
Group B  
1. Have you previously sung in a choir?       Yes   No  
 
2. If yes, for how long?    _________________________________ 
 
3. Do you play/Have you played an instrument? 
If yes, what instrument?        ________ 
 
  
4. Have you studied music?   Yes   No  
 
5. If yes, indicate to what level (if not, please go directly to question number 6): 
(Please select () one of the following 
options) 
 
Amateur Musician 
2nd Grade (Conservatory) 
5th Grade (Conservatory) 
7th Grade (Conservatory) 
8th Grade (Conservatory) 
Final School exam.  
Degree 
Other: _______________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
  
 
6. How would you describe your level of sight-reading? 
(Please tick () one box only) 
Very Poor            
 Poor            
Fair            
Good            
Excellent             
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7. Would you like to improve your level of sight-reading? 
(Please tick () one box only) 
 
Yes  No   
 
 
8. How would you describe your level of dictation? 
(Please tick one box only) 
Very Poor            
Poor            
Fair            
Good            
Excellent             
 
 
9. Would you like to improve your level of dictation? 
Yes  No  
 
10. How would you rate your vocal technique? 
(Please tick () one box only) 
 
Very Poor            
 Poor            
Fair            
Good            
Excellent             
 
 
10. Would you like to improve your vocal technique? 
(Please tick () one box only) 
 
Yes  No  
 
11.What is your favourite type of choral music? 
(Please tick () one box only) 
 
a) Renaissance          
b) Baroque          
c) Classical          
d) Romantic          
e) 20th /21st Century/Contemporary 
f) Folk Music Arrangements        
f) Negro Spirituals/Gospel Music 
g) I  don’t  have  a  preference   
g) I  don’t  listen  to  choral  music        
h) I  don’t  understand  the  difference  between  the  genres    
i) Other: ___________________________________________________ 
   
___________________________________________________  
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PART TWO: ANONYMOUS 
 
A. How do you feel the warm-up should be   managed for a choir rehearsal? 
(Please select  one answer only) 
i) Should be done individually, prior to arriving for rehearsal   
 
ii) Should be done individually, with one or two group exercises at the 
beginning of the rehearsal.       
 
iii) Should be done collectively, as the responsibility of the conductor.  
 
iv) Unnecessary         
 
v) Other: ______________________________________________ 
 
______________________________________________  
 
2. In your opinion, what are the most important functions of the warm-up?:  
(Please tick () one box only) 
1 – Very Unimportant 2 – Unimportant 3-Moderately Important 4- Important 5- Very 
Important 
1 2 3 4 5 
To prepare the voice for singing:        
 
To improve vocal technique:         
 
To promote good intonation during the rehearsal:      
 
To improve blend and balance within the ensemble:      
 
To work on musical literacy skills:        
 
To work on details such as harmonic progressions,  
and rhythmic patterns:         
 
Ear training: 
 
To work on anticipated technical and musical  
difficulties in the repertoire:         
 
To create an atmosphere of productivity for the  
rehearsal:           
 
 
3. How do you normally rehearse/how have you previously rehearsed a new piece 
in other choirs?  
(Please select one answer only ) 
 
Always starting at the beginning and singing through until the end of the 
piece, without stopping if possible, and without preparing any specific 
elements.  
 
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Singing through first from the beginning, without preparing any passages, 
then isolating problematic sections, and finally singing through again 
from the beginning. 
 
 
Singing through first from the beginning, and stopping and fixing 
problems as they occur. 
 
 
First isolating and preparing potentially problematic passages, then 
integrating them and finally singing through from beginning to end. 
 
 
 
4.In your opinion, what is the most efficient way to rehearse a new piece? 
(Please select one answer only ) 
 
Always starting at the beginning and singing through until the end of the 
piece, without stopping if possible, and without preparing any specific 
elements.  
 
Singing through first from the beginning, without preparing any passages, 
then isolating problematic sections, and finally singing through again 
from the beginning. 
 
Singing through first from the beginning, and stopping and fixing 
problems as they occur. 
 
 
First isolating and preparing potentially problematic passages, then 
integrating them and finally singing through from beginning to end. 
 
 
 
Are you familiar with the Kodály Philosophy of Music Education? 
(Please select  one answer) 
 
No     Yes  
 
If yes, please give details: 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
 
5.Would you like to learn more about the Kodály Philosophy of Music 
Education? 
(Please select one answer only ) 
 
Yes     No  
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6.What do you feel are the potential benefits of using methodologies based on the 
Kodály Philosophy of Music Education during choral rehearsals? 
(Please select one of the following options and write the corresponding number in the 
box) 
1= Strongly Disagree, 2= Disagree; 3 = Undecided; 4 = Agree; 5 = Strongly Agree 
 
1 2 3 4 5 
Moveable do can be beneficial when sight-reading, 
as intervals are easier to recognise:        
 
Using moveable do consistently in choir rehearsals  
can improve the level of sight-reading a new work      
 
Using moveable do during choral rehearsals can  
Improve intonation, as the intervals are more secure:     
 
Isolating and preparing potential problematic 
sections of a new piece prior to the first reading 
can result in a more precise first reading.       
   
Using moveable do consistently during choir  
rehearsals can improve dictations skills:       
 
Using moveable do consistently during choir  
Rehearsals is beneficial for aural training:       
 
Kodály intonation exercises are very beneficial for  
Ear training, and encourage good vocal technique       
 
It is easier to learn new rhythmic patterns when  
using rhythmic names based on the Kodály  
Philosophy of Music Education:        
 
Using rhythmic names based on the Kodály 
Philosophy of Music Education leads to  
better rhythmic accuracy:         
 
It is beneficial to incorporate Kodály’s  exercises 
Which use moveable do, even in countries which  
Use fixed-do.           
 
 
 
     
 
7.In your opinion, can singers can significantly improve their level of musical 
literacy exclusively through choir rehearsals (i.e. without individual tuition)? 
(Please select one answer only ) 
 
Yes    No   
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Please explain your answer: 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
 
8.In your opinion, can singers can significantly improve their level of vocal 
technique exclusively through choir rehearsals (i.e. without individual tuition)?: 
 
(Please select one answer only ) 
 
Yes    No   
 
Please explain your answer: 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
 
 
 
9. In your opinion, what are the most important aspects of rehearsing a new 
piece?  
(Please select one of the following options and write the corresponding number in the 
box) 
1 – Very Unimportant 2 – Unimportant 3-Moderately Important 4- Important 5- Very 
Important 
1 2 3 4 5 
Rhythmic Accuracy          
 
Intonation           
 
Dynamics           
 
Balance and Blend          
 
Articulation           
 
Style and Phrasing          
 
Pronunciation and articulation of text       
 
Vocal Technique:          
 
 
 
 
10.In your opinion, what are the most enjoyable parts of the choral rehearsal?  
(Please rate in the following order - 1 = least enjoyable, 8 = most enjoyable): 
 Warm-up 
 Working on Vocal Technique      
 Ear training        
 Reading new repertoire 
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 Singing through known repertoire  
 Working on details such as intonation and harmonic and rhythmic 
accuracy 
 Working on details such as dynamics, phrasing and articulation 
  
 Working on details such as text (pronunciation and articulation)
     
 Working on interpretation/style     
   
i. Other:______________________________________________
___________________________________________________
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APPENDIX FIVE: FINAL DICTATION ASSESSMENT 
 
 
Solution:  
 
 
 
 
 
This dictation and the marking scheme used were taken from the Irish Junior 
Certificate examination in Music.  
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APPENDIX SIX: FINAL SIGHT-SINGING ASSESSMENTS 
 
First  Exercise:  No.  317  from  Kodály’s  333  Reading  Exercises 
The singers were instructed to sing to any syllable they wished and were also given 
the option to transpose the exercise.  
 
 
 
 
 
Second Exercise: No. 56 from  Kodály’s  100  Cherubissian Melodies. 
The singers were instructed to sing to any syllable they wished, and were given the 
option to transpose the melody.   
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APPENDIX SEVEN: FINAL QUESTIONNAIRE 
 
 
 
 
 
 
 
 
Departamento de Comunicação e Arte 
 
 
QUESTIONÁRIO FINAL PARA OS CORISTAS 
 
O presente questionario faz parto do trabalho da dissertação de mestrado, com titulo 
‘The   Benefits   of   Rehearsal   Techniques based on the Kodály Concept of Music 
Education   in   the   Choral   Rehearsal’,   integrado   no   Mestrado   em   Música   (Direcção  
Coral). 
 
O tempo de resposta do questionário é de aproximadamente 30 minutos. 
 
O questionário é composto por duas partes: a primeira identificada e a segunda 
anónima. 
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QUESTIONÁRIO – PRIMEIRA PARTE: DADOS PESSOAIS  
 
 
Nome:   
 
_____________________________ 
 
 
1. Actualmente, qual é o teu nível de leitura 
musical à primeira vista? 
(Por favor escolhe () apenas uma opção) 
 
Mau 
Insuficiente 
Suficiente 
Bom 
Excelente 
 
 
 
 
 
 
 
 
 
 
 
2. Na tua opinião, o teu nível de leitura 
musical á primeira vista melhorou por 
causa dos ensaios deste coro?  
(Por favor escolhe () apenas uma opção) 
 
Nada 
Pouco 
Muito 
 
 
 
 
 
 
 
 
 
 
3. Actualmente, qual é o teu nível no que diz 
respeito ao ditado musical? 
(Por favor escolhe () apenas uma opção)   
Mau 
Insuficiente 
Suficiente 
Bom 
Excelente  
 
 
 
 
 
 
 
 
 
 
4. Na tua opinião, o teu nível de ditado 
musical melhorou por causa dos ensaios 
deste coro?  
(Por favor escolhe () apenas uma opção) 
 
Nada 
Pouco 
Muito 
 
 
 
 
 
 
 
 
 
 
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5. Atualmente, qual é o teu nível de técnica 
vocal? 
(Por favor escolhe () apenas uma opção) 
Mau 
Insuficiente 
Suficiente 
Bom 
Excelente    
 
 
 
 
 
 
 
 
 
 
6. Na tua opinião, o teu nível de técnica 
vocal melhorou por causa dos ensaios deste 
coro?  
(Por favor escolhe () apenas uma opção) 
 
Nada 
Pouco 
Muito 
 
 
 
 
 
 
 
 
 
 
7. Qual o tipo de música coral que preferes? 
(Por favor escolhe () apenas uma opção) 
Renascimento    
Barroco     
Clássica     
Romântica     
Seculo XX/XXI  
Arranjos de musica tradicional 
Espirituais Negros/Gospel 
Não oiço musica coral 
Não reconheço a diferença entre os diferentes 
tipos de música coral    
Outros: 
______________________________________
______________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
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QUESTIONÁRIO – SEGUNDA PARTE: ANÓNIMO 
  
2.1.  Como é que achas que o aquecimento vocal deve ser feito num ensaio? 
(Por favor seleccione () a resposta com a qual te identificas mais) 
O aquecimento deve ser feito apenas individualmente de forma autónoma, 
antes de chegar ao ensaio; 
 
 
 
O aquecimento deve ser feito numa primeira fase individualmente (antes 
de chegar ao ensaio) e posteriormente em conjunto (no início do ensaio); 
 
 
 
 
O aquecimento deve ser feito apenas em conjunto no início do ensaio, 
sendo da responsabilidade do maestro; 
 
 
 
 
O aquecimento não é necessário; 
 
 
 
Outro: ______________________________________________ 
            ______________________________________________ 
 
 
 
 
 
2.2. Na tua opinião, quais são os principais objectivos do aquecimento?:  
(Para responder, coloque uma cruz ( ) no numero que melhor descreve a tua 
opinião) 
1 =  
Nada 
importante 
2 =  
Pouco 
Importante;  
 
3 = 
Nem 
importante/ 
Nem sem 
importância;  
 
4 =  
Importante; 
5 =  
Muito 
Importante 
1 2 3 4 5 
Preparar a voz para cantar:         
 
Melhorar a técnica vocal:         
 
Ajuda a manter uma boa afinação durante o ensaio:      
 
Melhorar o equilíbrio e mistura sonora:       
 
Trabalhar a competências musicais (leitura):       
 
Trabalhar aspetos musicais tais como as  
progressões harmónicas e rítmicos:        
 
Treinar a audição:          
 
Trabalhar antecipadamente problemas técnicos e 
musicais do reportório:         
 
Criar um ambiente produtivo durante o ensaio:      
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2.3 Na tua opiniao, baseado na tua experiencia neste coro, como avalias os 
resultados obtidos com o aquecimento vocal para cada um destes aspectos? 
(Para responder, coloque uma cruz ( ) no numero que melhor descreve a tua 
opinião) 
1 =   
Mau 
 
2 =  
Insuficiente 
 
3 = 
Suficiente 
 
4 =   
Bom 
 
5 =  
Excelente 
 
       1 2 3 4 5 
Preparar a voz para cantar:         
 
Melhorar a técnica vocal:         
 
Ajuda a manter uma boa afinação durante o ensaio:      
 
Melhorar o equilíbrio e mistura sonora:       
 
Trabalhar a competências musicais (leitura):       
 
Trabalhar aspetos musicais tais como as  
progressões harmónicas e rítmicos:        
 
Treinar a audição:          
 
Trabalhar antecipadamente problemas técnicos e 
musicais do reportório:         
 
Criar um ambiente produtivo durante o ensaio:      
 
2.4.Na tua opinião, qual a forma mais eficaz de ensaiar uma nova obra? 
 
(Por favor selecciona com um () a resposta com a qual te identificas mais) 
Ensaiar a obra inteira (começando sempre pelo início até ao fim, caso não 
haja necessidade de parar), sem preparar elementos específicos; 
  
 
 
Ao início, ensaiar a obra inteira, de seguida treinar elementos específicos 
e posteriormente voltar a treinar a obra inteira; 
 
 
 
Ensaiar a obra do início, com paragens para resolver problemas que 
possam surgir;   
  
 
 
Isolar e prepara potenciais passagens problemáticas, integrá-las e 
posteriormente ensaiar a obra inteira; 
 
 
 
 
2.5 Numa escala de 1-5, como avalias a forma como foi ensaiada uma nova obra, 
nomeadamente no que diz a resolução de problemas? 
(Por favor escolhe () apenas uma opção)   
 
Mau 
Insuficiente 
Suficiente 
Bom 
Excelente  
 
 
 
 
 
 
 
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2.6.Na tua opinião, quais são os possíveis benefícios de utilizar a metodologia 
baseada na Filosofia de Educação Musical de Kodály durante os ensaios? 
(Para responder, coloca uma cruz () no número que melhor descreve a tua opinião) 
1 =  
Não concordo 
totalmente 
2 =  
Não concordo 
parcialmente 
3 = 
Indiferente  
 
 
4 =   
Concordo 
parcialmente  
5 =  
Concordo 
totalmente 
 
1 2 3 4 5 
O Dó Móvel pode ser benéfico a quando 
da primeira leitura, porque os intervalos 
são mais fáceis de perceber;   
 
 
     
 
Utilizar o Dó Móvel com consistência 
durante os ensaios pode melhorar o nível 
da primeira leitura de uma nova obra;      
               
 
 
 
     
Durante os ensaios corais, o Dó Móvel  
pode melhorar o afinação, porque os 
intervalos são mais seguros;                                   
 
 
     
Isolar e prepar potenciais passagens  
problemáticas antes da primeira leitura de 
uma nova obra pode propiciar uma leitura 
mais precisa;                     
 
 
 
     
 
Utilizar o Dó Móvel com consistência 
durante os ensaios corais pode melhorar o 
nível de ditado;            
 
 
 
     
 
Utilizar o Dó Móvel com consistência é 
benéfico para treinar a audição;  
 
 
     
Os exercícios do Kodály são 
benéficos para treinar a audição, e podem 
apoiar ao nível da técnica vocal; 
 
 
     
 
É mais fácil aprender novos ritmos 
quando se utiliza os nomes dos valores 
rítmicos de acordo com a Filosofia de 
Educação Musical de Kodály; 
 
 
 
 
 
     
Os valores rítmicos são mais precisos 
quando se utilizam os nomes de acordo 
com a Filosofia de Educação Musical de 
Kodály;  
 
 
 
 
     
É benéfico incorporar os exercícios de 
Kodály que usam o Dó Móvel , mesmo 
num país onde se utiliza o Dó fixo;    
 
 
     
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2.7. Na tua opinião, os cantores amadores podem melhorar significativamente o 
seu nível de formação musical exclusivamente através dos ensaios corais (sem 
aulas individuais)? 
(Por favor escolhe () uma opção) 
Sim   Não  
Por favor explica porquê: 
_____________________________________________________________________ 
 
 
2.8. No teu caso pessoal, achas que podes melhorar significativamente o teu nível 
de formação musical exclusivamente através dos ensaios corais (sem aulas 
individuais)?  
 
(Por favor escolhe () uma opção) 
Sim   Não  
Por favor explica porquê: 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
 
2.9. Na tua opinião, os cantores amadores podem melhorar significativamente o 
seu nível de técnica vocal exclusivamente através dos ensaios corais (sem aulas 
individuais)? 
(Por favor escolhe () uma opção) 
Sim   Não  
Por favor explica porquê: 
 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
 
2.10. No teu caso, achas que podes melhorar significativamente o teu nível de 
técnica vocal exclusivamente através dos ensaios corais (sem aulas individuais)? 
(Por favor escolhe () uma opção) 
Sim   Não  
Por favor explica porquê: 
 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
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2.11. No teu caso pessoal, achas que utilizar a metologia baseada na Filosofia de 
Educação Musical de Kodály durante os ensaios deste coro teve influencia 
positiva em termos de: 
(Para responder, coloque uma cruz ( ) no numero que melhor descreve a tua 
opinião) 
1 =  
Não concordo 
totalmente 
2 =  
Não concordo 
parcialmente 
 
3 = 
Indiferente  
 
 
4 =   
Concordo 
parcialmente  
5 =  
Concordo 
totalmente 
 
Precisão Rítmica          
 
Afinação           
 
Treino Auditivo          
 
Leitura Musical          
 
Aprendizagem de novas obras        
 
Aprendizagem de novos padrões rítmicos       
 
Aprendizagem de intervalos             
 
Técnica Vocal           
 
 
 
2.12. Das obras que estamos a ensaiar, qual e tua preferida? 
(Por favor escolhe () uma opção) 
 
Kalinda (Guillaume)          
Bogoro Ditse Djevo (Part)          
Bogoro Ditse Djevo (Rachmaninoff)        
Ave Maria (Biebl)          
Nonsense 3 (Petrassi)          
Turot Eszig a Cigany (Kodály)        
 Maná (Adonias Calebe)         
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2.13. Para a resposta a cada uma das seguintes perguntas usa a taBéla abaixo: 
 
1 =   
Utilizar os 
nomes dos 
valores 
rítmicos de 
acordo com a 
Filosofia de 
Educação 
Musical de 
Kodály; 
2 =  
Utilizar o Do 
Móvel 
 
3 = 
Utilizar os 
exercícios de 
acordo com a 
Filosofia de 
Educação 
Musical de 
Kodály 
4 =   
Isolar e 
prepara 
potenciais 
passagens  
problemáticas 
antes da 
primeira leitura 
 
5 =  
Outro: 
(Por favor 
explica) 
 
2.13.1. Na tua opinião, dos métodos utilizados nos nossos ensaios, qual consideras 
ter sido o mais útil? 
(Para responder, coloque uma cruz ( ) no numero que melhor descreve a tua 
opinião) 
 
1 2 3 4 5 
      
 
Outro: _______________________________________________________________ 
 
2.13.2. E o menos útil? 
(Para responder, coloque uma cruz ( ) no numero que melhor descreve a tua 
opinião) 
 
1 2 3 4 5 
      
 
Outro: _______________________________________________________________ 
 
2.13.3. Na tua opinião, dos métodos utilizados nos nossos ensaios, qual consideras 
ter sido o mais fácil? 
(Para responder, coloque uma cruz ( ) no numero que melhor descreve a tua 
opinião) 
 
1 2 3 4 5 
      
 
Outro: _______________________________________________________________ 
 
2.13.4. E o mais difícil? 
(Para responder, coloque uma cruz ( ) no numero que melhor descreve a tua 
opinião) 
 
1 2 3 4 5 
      
Outro: _______________________________________________________________ 
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2.13.5. Na tua opinião, dos métodos utilizados nos nossos ensaios, qual consideras 
ter sido o mais agradavel? 
(Para responder, coloque uma cruz ( ) no numero que melhor descreve a tua 
opinião) 
 
1 2 3 4 5 
      
 
Outro: _______________________________________________________________ 
 
2.13.6. E o menos agradável? 
(Para responder, coloque uma cruz ( ) no numero que melhor descreve a tua 
opinião) 
 
1 2 3 4 5 
      
 
Outro: _______________________________________________________________ 
 
 
 
 
 
Muito obrigada peça tua colaboração. 
 
 
Aoife Hiney 
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APPENDIX EIGHT: FINAL QUESTIONNAIRE, ENGLISH TRANSLATION 
 
 
Departamento de Comunicação e Arte 
 
 
 FINAL QUESTIONNAIRE FOR PARTICIPANTS 
 
This questionnaire forms part of the research for the Masters dissertation, entitled 
‘The   Benefits   of   Rehearsal   Techniques   based   on   the   Kodály Concept of Music 
Education in the  Choral  Rehearsal’, for the Master in Music (Choral Conducting). 
 
The response time for this questionnaire is approximately 30 minutes. 
 
The questionnaire is comprised of two parts, the first is identified, and the second 
anonymous. 
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QUESTIONNAIRE – PART ONE:   
 
 
Name:   
 
_____________________________ 
 
 
1. What is your current level of sight-
reading?  
(Please select () one of the following 
options) 
 
Very Poor 
Poor 
Fair 
Good 
Excellent 
 
 
 
 
 
 
 
 
 
 
 
2. In your opinion, has your level of sight-
reading improved due to the choir 
rehearsals?  
(Please select () one of the following 
options) 
 
Not at all 
A little  
A lot 
 
 
 
 
 
 
 
 
 
 
 
 
3. What is your current level of dictation? 
(Please select () one of the following 
options) 
  
Very Poor 
Poor 
Fair 
Good 
Excellent  
 
 
 
 
 
 
 
 
 
 
4. In your opinion, has your level of 
dictation improved due to the choir 
rehearsals? 
(Please select () one of the following 
options) 
Not at all 
A little  
A lot 
 
 
 
 
 
 
 
 
 
 
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5. What is your current level of vocal 
technique? 
(Please select () one of the following 
options) 
Very Poor 
Poor 
Fair 
Good 
Excellent   
 
 
 
 
 
 
 
 
 
 
 
 
 
6. In your opinion, has your level of vocal 
technique improved as a result of the 
rehearsals?  
(Please select () one of the following 
options) 
 
Not at all 
A little  
A lot 
 
 
 
 
 
 
 
 
 
 
7. What genre of choral music do you 
prefer? 
(Please select () one of the following 
options) 
 
Rennaissance     
Baroque    
Classical     
Romantic     
20th/21st Century   
Arrangements of Traditional Music 
Gospel/Spirituals 
I  don’t  listen  to  choral  music  
I  don’t  understand  the  difference  between  the  
genres.  
Other: 
______________________________________
______________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
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QUESTIONNAIRE –  PART TWO: ANONYMOUS 
  
2.1.  How do you feel the vocal warm-up should be conducted in rehearsal? 
 (Please select () one of the following options with which you most identify) 
 
Should be done individually and independently, prior to arriving at 
rehearsal; 
 
 
Should be done individually, with one or two group exercises at the 
beginning of the rehearsal; 
 
 
 
Should be done collectively, as the responsibility of the conductor; 
 
 
 
 
 
The warm-up is not necessary; 
 
 
 
Other: ______________________________________________ 
            ______________________________________________ 
 
 
 
 
 
2.2 In your opinion, what are the most important functions of the warm-up?:  
(Please select one of the following options and write the corresponding number in the 
box)  
1 – Very Unimportant 2 – Unimportant 3-Moderately Important 4- Important 5- Very 
Important 
1 2 3 4 5 
To prepare the voice for singing:        
 
To improve vocal technique:         
 
To promote good intonation during the rehearsal:      
 
To improve blend and balance within the ensemble:      
 
To work on musical literacy skills:        
 
To work on details such as harmonic progressions,  
and rhythmic patterns:         
 
Ear training: 
 
To work on anticipated technical and musical  
difficulties in the repertoire:         
 
To create an atmosphere of productivity for the  
rehearsal:           
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2.3 In your opinion, based on your experiences with this choir, how would you 
evaluate the results achieved during the warm-up, in each of the following areas? 
(Please select ( ) one of the following options and write the corresponding number 
in the box) 
 
1 =   
Very Poor 
 
2= 
Poor 
3 = 
Fair 
 
4 =   
Good 
 
5 =  
Excellent 
 
       1 2 3 4 5 
To prepare the voice for singing:        
 
To improve vocal technique:         
 
To promote good intonation during the rehearsal:      
 
To improve blend and balance within the ensemble:      
 
To work on musical literacy skills:        
 
To work on details such as harmonic progressions,  
and rhythmic patterns:         
 
Ear training:           
 
To work on anticipated technical and musical  
difficulties in the repertoire:         
 
To create an atmosphere of productivity for the  
rehearsal:           
 
2.4.In your opinion, what is the most efficient way to rehearse a new piece? 
(Please select one answer only ) 
 
Always starting at the beginning and singing through until the end of the 
piece, without stopping if possible, and without preparing any specific 
elements.  
 
Singing through first from the beginning, without preparing any passages, 
then isolating problematic sections, and finally singing through again 
from the beginning. 
 
Singing through first from the beginning, and stopping and fixing 
problems as they occur. 
 
 
First isolating and preparing potentially problematic passages, then 
integrating them and finally singing through from beginning to end. 
 
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2.5 On a scale of 1-5, how would you evaluate the way in which new pieces were 
rehearsed, in terms of resolving problems?  
(Please select () one of the following 
options)   
Very Poor 
Poor 
Fair 
Good 
Excellent  
 
 
 
 
 
 
 
2.6.What do you feel are the potential benefits of using methodologies based on 
the Kodály Philosophy of Music Education during choral rehearsals? 
(Please select one of the following options and write the corresponding number in the 
box) 
1 =   
Strongly 
Disagree, 
2=  
Disagree 
 
3 = 
Undecided; 
 
 4 =  
Agree 
  
5 = Strongly 
Agree 
 
       1 2 3 4 5 
Moveable do can be beneficial when sight-reading, 
as intervals are easier to recognise:        
 
Using moveable do consistently in choir rehearsals  
can improve the level of sight-reading a new work      
 
Using moveable do during choral rehearsals can  
Improve intonation, as the intervals are more secure:     
 
Isolating and preparing potential problematic 
sections of a new piece prior to the first reading 
can result in a more precise first reading.       
   
Using moveable do consistently during choir  
rehearsals can improve dictations skills:       
 
Using moveable do consistently during choir  
Rehearsals is beneficial for aural training:       
 
Kodály intonation exercises are very beneficial for  
Ear training, and encourage good vocal technique       
 
It is easier to learn new rhythmic patterns when  
using rhythmic names based on the Kodály  
Philosophy of Music Education:        
 
Using rhythmic names based on the Kodály 
Philosophy of Music Education leads to  
better rhythmic accuracy:         
 
It is beneficial to incorporate Kodály’s  exercises 
Which use moveable do, even in countries which  
Use fixed-do.           
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2.7.In your opinion, can singers can significantly improve their level of musical 
literacy exclusively through choir rehearsals (i.e. without individual tuition)? 
(Please select one answer only ) 
 
Yes    No   
 
Please explain your answer: 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
 
2.8. In your own case, do you think that you can significantly improve your own 
level of musical literacy exclusively through choir rehearsals (i.e. without 
individual tuition)?  
(Please select one answer only ) 
 
Yes    No   
 
Please explain your answer: 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
 
2.9.In your opinion, can amateur singers significantly improve their level of 
vocal technique exclusively through choir rehearsals (i.e. without individual 
tuition)?: 
 
(Please select one answer only ) 
 
Yes    No   
 
Please explain your answer: 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
 
2.10 In your own case, do you think that you can significantly improve your level 
of vocal technique exclusively through choir rehearsals (i.e. without individual 
tuition)?   
(Please select one answer only ) 
 
Yes    No   
 
Please explain your answer: 
_____________________________________________________________________ 
 
_____________________________________________________________________ 
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2.11. In your own opinion, do you think that using methodologies based of the 
Kodály Concept of Music Education during these rehearals had a positive 
impact in terms of the following aspects: , 
(To respond, mark ( ) the number which best describes your opinion) 
1 =   
Strongly 
Disagree, 
2=  
Disagree 
 
3 = 
Undecided; 
 
 4 =  
Agree 
  
5 = Strongly 
Agree 
 
 
Rhythmic Precision           
 
Intonation           
 
Ear Training           
 
Musical Literacy          
 
Learning new works          
 
Learning new rhythmic patterns        
 
Learning intervals               
 
Vocal Technique          
 
 
 
2.12. Of the works which we are rehearsing, which is your favourite? 
(Please select () one of the following options) 
 
Kalinda (Guillaume)          
Bogoro Ditse Djevo (Part)          
Bogoro Ditse Djevo (Rachmaninoff)        
Ave Maria (Biebl)          
Nonsense 3 (Petrassi)          
Turot Eszig a Cigany (Kodály)        
 Maná (Adonias Calebe)         
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2.13. In order to respond to each of the following questions, please use the table 
below: 
 
1 =  Using the 
mnemonics for 
rhythmic 
values which 
are associated 
with the 
Kodály 
Concept of 
Music 
Education; 
2 =  
Using 
Moveable Doh 
 
3 = 
Using the 
exercises 
which are 
associated with 
the Kodály 
Concept of 
Music 
Education; 
4 =   
Isolating and 
preparing 
potentially 
problematic 
passages 
before the first 
reading; 
 
5 =  
Other: 
(Please 
explain) 
 
2.13.1. In your opinion, of the methods which were used in our rehearsals, which 
do you consider the most useful?  
(To respond, mark ( ) the number which best describes your opinion)  
 
1 2 3 4 5 
      
 
Other: _______________________________________________________________ 
 
2.13.2. And the least useful?  
(To respond, mark ( ) the number which best describes your opinion)  
 
 
1 2 3 4 5 
      
 
Other: _______________________________________________________________ 
 
2.13.3. In your opinion, of the methods which were used in our rehearsals, which 
do you consider the easiest?  
(To respond, mark ( ) the number which best describes your opinion)  
 
1 2 3 4 5 
      
 
Other: _______________________________________________________________ 
 
2.13.4. And the most difficult? 
(To respond, mark ( ) the number which best describes your opinion)  
 
1 2 3 4 5 
      
Other : _______________________________________________________________ 
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2.13.5. In your opinion, of the methods which were used in our rehearsals, which 
do you consider the most enjoyable?  
(To respond, mark ( ) the number which best describes your opinion)  
 
1 2 3 4 5 
      
 
Other: _______________________________________________________________ 
 
2.13.6. And the least enjoyable? 
(To respond, mark ( ) the number which best describes your opinion)  
 
1 2 3 4 5 
      
 
Other: _______________________________________________________________ 
 
 
 
 
 
Many thanks for your co-operation,  
 
 
Aoife Hiney 
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APPENDIX NINE: KALINDA, ORIGINAL (Sydney Guillaume): 
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APPENDIX TEN: KALINDA (Sydney Guillaume) 
Prepared score, with simplified rhythmic patterns and stick notation.   
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APPENDIX ELEVEN: Kalinda (Sydney Guillaume) 
Last page, original (with some preparations) 
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APPENDIX TWELVE: Kalinda (Sydney Guillaume): 
Prepared Score – simplified rhythm and stick notation.  
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APPENDIX THIRTEEN: MANÁ (Adonias Calebe) 
Prepared score for aiding intonation in parallel motion:  
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APPENDIX FOURTEEN: REHEARSAL SCHEDULE AND DIARY: 
REHEARSAL ONE: 27.02.2012 
 
Objectives:  To introduce the singers to hand-signs (diatonic)  
   To introduce the singers to the concept of moveable do 
   To introduce the singers to basic rhythmic patterns (ta, ti, ta-ah) 
  To introduce the singers to concert repertoire (Part and  
Guillaume) 
Warm-Up: 
a) Alignment : 
Stretching, reaching, good alignment (feet firmly placed, soft knees, 
shoulders back, neck and head relaxed) 
 
b) Breathing and support exercises:  
Controlling the air flow, feeling the connection between the muscles and 
the air flow, producing a supported sound. 
  
c) Creating a unison sound:  
Sighing, humming, humming opening to pure vowel, waking up the voice 
with some sighing exercises, then humming to a unison sound, feeling the 
resonance,   then   opening   to   a   unison   ‘u’   vowel   to   hear   the   choral  
blend/balance, to create awareness of their own sound in the context of 
this group. 
  
d) Connecting support to sound – drmrdrmrd/mfsfmfsfm, zzz, zu.   
Bringing the  sound  forward  with  the  ‘zz’  sound,  and  then  maintaining  the  
position  when  opening  to  the  ‘u’  vowel.   
 
 
e) Extending range, improving tone and blend – drdsd, dsdrd (see-ah) 
Using   the   ‘s’   sound   to   bring   the   vowel   forward   and   to   help   the   singers  
support the sound,   and  using   ‘ee’   to   bring   the   ‘ah’   forward,   to   create   a  
bright  ‘ah’  sound,  with  plenty  of  space.  Also  good  for  intonation  and  blend  
(making sure that all singers return to the same doh)  
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f) Soft palette, flexibility – sls fsf mfm rmr d, so-sah 
Using an ‘s’   sound   to   bring   the   vowel   forward   and   to   help   the   singers  
support   the  sound,  and  to  help  the  ‘ah’  vowel  sit  well   forward  (following  
the   ‘oh’).     Concentrate  on   the   feeling  of   space  and  keeping   the   face  and  
jaw relaxed.  
  
g) Range extension (concentrating on upper voices) and flexibility – 
dsmdmsdsmd, brolley, using rolled r, brolley. 
Use   the   ‘br’   with   a   long   rolled   ‘r’   to   help   the   singers   connect   with   the  
support and to place the sound forward, in the head voice. Work on 
maintaing clarity of tone during the   descent,   ending   with   a   warm   ‘ee’  
sound. 
   
h) Range extension (concentrating on lower voices) and tone – 
dmmrd/mssfm, ee-oh, descending 
Work on not changing the embouchure dramatically when changing the 
vowel   sounds   from   ‘ee’   to   ‘oo’,   creating   a   warm   tone,   and keeping the 
vowel forward when descending, even when using chest resonance. 
   
i) Improvisation exercises, using ta, ti and pentatonic scale, extending to 
diatonic.  Aural dictation (singers sing back the melodies in solfa, recall 
the rhythmic patterns using ta and ti) – lead into canon dmsldls, slsmrmrd  
 
j) Teach rhythmic cell for Kalinda - Teach rhythmic cell – ti ta ti ta (already 
Add notes – F minor chord first, B2, T2, CA2 = F (la) S1 = C (m), S2 and 
T1 = Ab (d), CA1 and B1 = G (t)  
 
 
Piece 1 –  Bogoro (Part) 
 
1a) Ask all singers follow hand signs to opening motif (drmrdrdmrd), then ask just 
altos to sing the melody, to hand signs.  
 Sing d (A), show tenors s (E), ask them to repeat the rhythm 
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 Show handsigns for soprano melody a major third above the alto melody 
 Sing in three parts 
 Distribute  scores,  to  show  that  they  have  just  sung  page  one  of  Part’s  Bogoro. 
 
Piece 2 – Kalinda 
 
2a) Recall rhythmic cell (warm-up, part j) and chord. 
 Teach new rhythmic cell – ti ti ta,  
 Sing on fifth (excluding Sops and T1), s and r  (Eb  and Bb) 
 B2 and T2 move from s – l (Eb to F)  
 CA1 move from s – m (Eb to C) 
 Practice until secure 
 CA2 and B1 move from r – d (Bb – Ab)   
 Practice chord change. 
Add melody d t s l for Sops and T1.  
Distribute practice sheets with solfa – sing through  
When secure, distribute real score.  
 
Personal Evaluation of Rehearsal One, 27.02.2012: 
 
I feel that the singers received a rather rushed introduction to hand-signs and intervals, 
thus I will revise hand-signs (starting with pentatonic and proceeding to diatonic 
intervals during the next rehearsal). 
 
With regard to the concept of moveable do – I began the first exercise in D major (as 
per Kodály’s  recommendation  for  fixed  do  singers),  and  then  explained  that  although  
they  had  sung  ‘d,  r, m’,  it  was  actually  ‘r  m  f’  in  fixed  do,  but  that  we  would  be  using  
this system of moveable do, thus the intervals remain the same, but the pitch changes.  
 
The   opening   phrases   of   ‘Bogoro’,   sung   to   solfa   in   A   major   (which   should   feel  
remarkably different, being a minor third lower than C), remained in tune, thus I feel 
that the singers grasped the concept.  
 
Personal Evaluation of Warm-Up: 
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a) Alignment: 
We used some simple stretching exercises, focusing on the neck and shoulder area.  
During the next rehearsal, I need to focus more on the entire body, especially for 
those with little experience. 
 
b) Breathing, support: 
I did not do this well, I need to spend more time ensuring that all the singers are using 
the proper breath support – particularly the alto section, which has the highest 
percentage of inexperienced singers. 
 
c) Creating a Unison sound: 
I  demonstrated  a  ‘sigh’  as  per  James  Jordan’s  warm-ups, but due to time constraints, 
I  skipped  to  the  next  exercise,  so  the  singers  didn’t  have  much  time  to  practice  it, nor 
did I continue with humming part of the exercise.  
  
d) Connecting support to sound: 
This exercise went well, in that it served not only to demonstrate the flow of air, but as 
I began singing in D major solfa, it gave me the opportunity to briefly explain how I 
would use moveable do during the rehearsals, and for the singers to concentrate on 
the  intervals,  as  opposed  to  the  ‘fixed’  notes.  At  this  stage,  I  went  straight  into  concert  
repertoire,   teaching   the  opening  phrases  of   the  Part   ‘Bogoro’,  as   I   felt it was more 
natural  to  integrate  the  exercises  with  ‘real’  music,  as  opposed  to  creating  a  feeling  
that the warm-up is separate to the actual rehearsal. 
  
e) Extending range, working on tone and blend: 
This was an important exercise in terms of intonation – at the beginning, some 
intervals were insecure, but we progressed rapidly, and the exercise was well 
executed by the singers. 
   
f) Soft palette, flexibility: 
I decided not to do this exercise, partially due to time constraints, and partially due to 
the fact that the repertoire for this rehearsal did not require a great deal of 
articulation. 
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g) Range extension and flexibility: 
I used this exercise, primarily to connect the breath with sopranos and tenors, for 
them to identify the feeling of a well-placed vowel, and also for them to maintain good 
support throughout the exercise, particularly on lower notes. 
  
h) Range extension: 
This exercise was good for the altos to work on producing a good sound – the alto 
section currently needs the most guidance.  Some of their intervals were not well 
tuned,   the   ‘fa’   was   particularly   flat,   and   the   final   m   had   tendency   to   slip.      I  
encouraged   them   to  maintain   a   bright   ‘m’   at   the   end,   but   did   not   focus   on   the   ‘f’,  
primarily to encourage their confidence.  In the next rehearsal, I will work on the sfm 
pattern with all parts. 
  
i) Improvisation exercises, aural dictation, canon  
This part of the warm-up was quite rushed, as I was concentrating on progressing to 
Kalinda.  I need to spend much more time on aural dictation, and ensuring that the 
singers can inner hear the intervals. However, the rhythmic patterns were largely 
accurate.  Two or three singers had difficulties with some patterns, but I hope to use 
the same patterns in the next rehearsal, thus consolidating these patterns. I moved on 
without teaching the canon, due to time constraints. 
    
j) Kalinda, rhythmic cell for Kalinda with F minor 7 chord   
I  did  this  after  introducing  ‘Bogoro’.    I  feel  that  this  exercise  worked  well,  as  when  we  
progressed  to  ‘Kalinda’,  the  intervals  remained very well in tune, although I need to 
think more about the balance of the choir, to ensure that I have enough voices on 
each part.  At the moment, it is difficult to tell, as some very inexperienced singers 
have fabulous voices, thus, I hope that as they progress, they will become more 
confident in their abilities and be able to give more sound. 
 
Personal Evaluation of Repertoire One: Bogoroditse Devo (Part) 
 
In  the  end,  I  introduced  ‘Bogoro’  at  the  very  beginning  of  the  rehearsal.    I  felt  that  the  
opening melodic and harmonic features could be very easily taught as an extension of 
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the opening exercise.  I also felt that showing the singers the sequential movement 
from   the   preparation   exercises   to   singing   the   ‘real’   music   would   build   their  
confidence for the remainder of the rehearsal.  Some singers had expressed doubts 
regarding their ability to keep up with the pace of the choir¸ thus I felt it was 
important to show them that they could  Manáge the repertoire.  
 
Personal Evaluation of Repertoire Two – Kalinda 
 
I followed my initial plan regarding teaching the rhythmic cell and singing the last 
chord,   but   as   I   had   already   introduced   ‘Bogoro’,   the   exercise   naturally   flowed   into  
more specific work on Kalinda.  I decided to also introduce the last word (ayi-bo-bo), 
so  that  the  singers  would  feel  more  connected  to  the  ‘real’  music,  as  opposed  to  just 
the exercise.  I also skipped a step with the chord movements, choosing instead to 
focus on the horizontal movement as opposed to the vertical, as per my original plan.  
I was very pleased with the rhythmic and harmonic accuracy of the singers during this 
exercise.   
 
REHEARSAL TWO: 05.03.2012 
 
Objectives:  To revise the hand-signs and diatonic intervals  
   To reinforce the concept of moveable do 
   To revise rhythmic patterns (ta, ti, ta-ah) 
   To introduce the dotted minim pattern 
   To introduce the singers to more concert repertoire 
Warm-Up: 
a) Alignment:  
Focus on the whole body, from soles of feet to top of head.  Also work on 
maintaining a healthy seated posture. 
b) Breathing, support:  
Focus on the constant flow of air, and maintaining a column of support. 
c) Unison sound: 
 Sighing, humming, humming opening to pure vowel 
d) Connecting support to sound – drmrdrmrd/mfsfmfsfm, zzz, zu 
e) Extending range, working on tone and blend – drdsd, dsdrd (see-ah) 
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f) Range extension and flexibility – dsmdmsdsmd, brolley, using rolled r 
g) Range extension – dtlsltdsd/mrdtdrmdm, ee-oh, descending* 
h) Improvisation exercises, using ta, ti and pentatonic scale, extending to 
diatonic.  Aural dictation (singers sing back the melodies in solfa, recall the 
rhythmic patterns using ta and ti) – lead into canon dmsldls, slsmrmrd –ask 
singers to sing back in solfa, identify rhythmic pattern. 
Prepare new rhythmic patterns required for repertoire – ensure that ti ta ti is 
secure, then progress to tying notes together. Introduce dotted minim and 
dotted crotchet-quaver, plus the reversed pattern (ti ta ti-a) for Kalinda. 
i) Teach how to alter do – switching between tonal centres (can use pentatonic 
scales for this as preparation, then move on to CA1 from Biebl as an example) 
j) Build chords – ending up with chords from final page of Bogoro.  Teach 
rhythm and text, and sing until the final system.  If no later than 21.30, 
progress to final bar. 
  
 I intend not to alter the  basic  technical  exercises  this  week,  as  I  don’t  want  to  
introduce too much new material at first, in order to maintain the atmosphere 
which we created in the previous rehearsal.  I want to do more advanced 
solfege and reading this week, hence, I feel that it would possibly be too 
stressful for the inexperienced singers to have to grapple with a host of new 
exercises as well as new theoretical material. 
  
 
Repertoire 1 - Biebl: 
 
Extension from reading exercise.  Ask the basses to follow handsigns for bass line, 
with F as do (due to flattened 7th and descending fourths, I feel that intonation might 
be more secure if they think of F do for the opening).   
Teach the tenor part in C major.  Go back to the basses and show them the same 
pattern, using C do.  I am predicting that intonation may suffer – show them that the 
notes are the same, just the names are different (prepared score).  
Teach the Biebl using a prepared score (stick notation), then move on to (semi)-
prepared score (do changes are marked).  
Teach first  verse,  then  distribute  ‘real’  score  –introduce text. 
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Repertoire 2 - Kalinda:  
Prepared score – teach new rhythmic patterns during warm-up and prepare potentially 
difficult intervals.  
Progress to prepared score (bar 33), written in double time (3/4 as opposed to 6/8) 
 
 
Personal Exaluation of Rehearsal Two, 05.03.12: 
 
This rehearsal did not begin well. Eight singers were absent from the previous 
rehearsal, six of whom are strong singers.  I had nine new singers (wonderful!), which 
meant that I needed to revise the material from the previous rehearsal in order to bring 
everyone up to date.  Many singers were late, which meant that the atmosphere at the 
beginning of the rehearsal was a little lacklustre, compared to the previous week.  In 
terms of objectives, I decided not to progress to dotted notes, and also did not focus 
on any syncopated patterns, as I felt that it was better to perfect easier rhythmic 
patterns before progressing to more advanced material.  In terms of introducing more 
concert repertoire, I ended up changing my rehearsal plan completely, and focused 
only on solfege and the Part.  
   
Personal Evaluation of Warm-Up: 
a) Alignment:  
I still need to spend more time on alignment, as I feel that I have to constantly 
remind singers to maintain good posture.  I must also work on reminding the 
singers to maintain a healthy seated posture – I  still  haven’t  addressed  this. 
 
b) Breathing, support:  
I need to reinforce this, but, owing to the sound quality, I think that most 
people are singing well – the altos need the most support, as the majority of 
them are beginners. 
 
c) Unison sound:  
This  was  rather  rushed,  and  I  don’t  think  I  explained  it  very  well.    I  need  to  do  
this well next week, I think it could help the altos to project a little better. 
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d) Connecting support to sound: 
This exercise worked well, as the singers are blending well and also phrasing 
the exercise musically.  
 
e) Extending range, working on tone and blend: 
This exercise is proving very useful, in training the d-s-d progression.  Next 
week, I hope  to  use  exercises  from  ‘Let  Us  Sing  Correctly’,  to  focus  more  on  
tuning fifths and octaves. 
 
f) Range extension and flexibility: 
I find this exercise very good during my own warm-ups, as it brings the sound 
forward, and the vowel creates the necessary space to execute the vowel with 
a good tone quality. Today, I extended the exercises to practice jumping 
between notes of a major chord, which I think helped a lot of the less-
experienced singers.  
 
g) Range extension: 
I altered this exercise, making in dtlsltd/mrdtdrm, as I felt that it would be 
better  to  avoid  the  sliding  (in  case  we  didn’t  make  it  back  to  the  original  tone).  
It worked well in terms of reinforcing the idea of moveable do.  The altos had 
difficulties pitching the third above, but I think that towards the end they were 
improving.  I think it is important that I repeat this exercise, or a similar one, 
next week, to give the altos more opportunities to practice. 
  
h) Improvisation exercises, aural dictation, canon:  
I did this at the very end of the rehearsal instead (see final summary) 
 
i) Prepare new rhythmic patterns required for repertoire: 
I  did  not  do  this,  as  I  wasn’t  sure  that  the  singers  would   Manáge it well, and I 
am trying to create a positive learning atmosphere, challenging them without 
intimidating them, by not introducing too much material at once.   
 
j) Teach how to alter do – switching between tonal centres:  
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I  did  not  do  this,  as  I  don’t  think  that  the  intonation  is  secure  enough  for  the  
singers to accurately change do and maintain accurate intonation. 
  
k) Build  chords  from  Part’s  Bogoro: 
This went very well, the intonation was very good at the end.  
 
With regard to the remaining repertoire according to this rehearsal plan, I did not 
move on to Guillaume or Biebl. 
 
This rehearsal was quite a learning experience, on many levels.  I was disconcerted by 
the fact that I knew I would have to change my initial rehearsal plan, and when doing 
the initial warm-up exercises, I had no idea how I would progress.  As a result, my 
Portuguese was very stilted, and my hand-signs were not at all fluent, and I also made 
some mistakes – I gave up on using two hands for most exercises.  I have resolved 
that in future, I will write a rehearsal plan (best case scenario) and a back-up plan 
(worst case scenario), so that I  am  more  prepared,  and  don’t   fall   to  pieces   in   future  
when something unexpected happens (such as having no basses at the beginning of 
the rehearsal).  
 
On a positive note, I think my spur of the moment decision not to do any work on the 
Biebl or Guillaume worked well, although I am worried about how we are going to  
Manáge to learn enough concert repertoire for a public performance in the summer.  
We   managed to  cover  the  ‘Bogoro’  quickly  – although I had not intended to work on 
text  today  (and  thus  didn’t have a chance to check that my pronunciation was perfect), 
it was a good option, as I think new music would have been too confusing and would 
have created a more despondent atmosphere. The intonation and execution of the text 
was very good, and the altos   managed their m-f changes well. Next week I will work 
on the middle section, so that the following week we should be able to sing the work 
from beginning to end, with secure intonation, rhythmic accuracy and good phrasing.  
I moved the canon from the warm-up to the end of the rehearsal.  With ten minutes 
remaining,  I  didn’t  want  to  start  anything  new,  and  I  also  wanted  to  end  on  a  positive  
note.   
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I  did  a  melodic  aural  dictation  exercise,  with  me  singing  everything   to   ‘lu’,  and   the  
singers imitating and ‘translating’  into  solfa  (D  major  do).    I  began  with  drm  patterns,  
and extended the exercise to the canon, adding one note each time, to try to help to 
extend their aural memories.  When the melodic pattern was identified and secure, I 
asked the singers to tell me the rhythmic pattern in ta and ti (and ta-ah), and wrote it 
in stick notation on the white board.  I then asked them to sing alone, whilst I sang 
something different, and they should tell me what I sang.  The music students 
responded that I sang in canon (I explained that this meant I repeated what they sang, 
at a distance, in this case one bar).  I then asked the sopranos to sing in canon with 
me, and extended the exercises to a four part canon.  I hope that this resulted in a 
positive end to the rehearsal.  For me, the pace of the rehearsal was very slow and 
stilted, and I felt quite incompetent.  However, some singers commented afterwards 
that the pace of the rehearsal was much faster than the previous week, and that they 
really had to concentrate to stay on top of the material.  I think I will offer to begin 
earlier next week, to accommodate those with no musical experience, and do a little 
solfege work with them, so as to help them keep pace with the next rehearsals, which 
must move a little faster in order to learn the repertoire in time to perform a concert. 
 
Rehearsal Three, 12.03.2012: 
 
Objectives:  To revise the hand-signs  
   To reinforce the concept of moveable do 
   To revise rhythmic patterns (ta, ti, ta-ah) 
   To introduce the dotted crotchet – quaver pattern 
   To introduce the singers to more concert repertoire 
Warm-Up: 
a) Alignment:  
Focus on the whole body, from soles of feet to top of head.  Also work on 
maintaining a healthy seated posture. 
b) Breathing, support:  
Focus on the constant flow of air, and on maintaining a column of support. 
c) Unison sound: 
Sighing, humming, humming opening to pure vowel 
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d) Connecting support to sound – drdrmrd/mfmfsfm, zzz, zu, using dotted 
rhythms 
e) Extending range, working on tone and blend – drdsd, dsdrd (see-ah) 
f) Range extension and flexibility – dsmdmsdsmd, brolley, using rolled r 
g) Range extension – dtlsltd. mrdtdrm, ee-oh, descending* 
h) Sing the exercise canon from the previous week, and see how quickly singers 
can recall the solfa and rhythmic patterns (dmsl dls, slsmrmrd).  Put on board, 
use as blend exercise – ya-oo-eh.  
i) Recall the chords from the previous week – t = d, A; b and s = s (E), ca = 
m(C#) and f (D). Recall rhythm and sing last page of Bogoro.  
 
 During the last rehearsal, I needed to work on the intonation of these 
exercises.  Whilst I prefer not to work following a given warm-up formula, in 
order to keep the singers engaged and concentrating, I think it is important in 
this case to secure the basic intervals (like major arpeggio and scalic patterns) 
in addition to good basic vocal technique, before progressing to more complex 
exercises.  I also feel that I need to speed up on introducing repertoire, thus I 
will allow more time for perfecting the dotted-crotchet, quaver pattern, as 
opposed to focusing on technique.  With regard to the style of the exercises, 
the sustained sound which I am trying to create for this repertoire should be 
helped by these exercises.  If this rehearsal goes well, I hope that I can 
concentrate on Kalinda during the next rehearsal, and thus introduce exercises 
that focus on a different style of articulation, and a different sound.  
  
 
Exercise One:   
j) Sing  ‘Lil  Liza  Jane’  to  ‘lu’,  ask  singers  if  they  are  familiar  with  melody.   
If yes, sing through quickly, if not, teach by rote, whilst figuring out solfa.  
Sing through until solfa is relatively secure for first part, with all singers 
keeping a steady beat.  
Ask   where   the   unusual   patterns   occur,   introduce   term   ‘syn-co-pa’,   explain  
briefly.  
Put on board.  Sing through first part, clapping for quavers, and lap for 
everything else.   
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Sing through second part, figuring out solfa. Identify repetition. 
Figure out the rhythmic figure, sing without tie, then with tie. 
Show how to shorten tie (ie creating a dot). 
   
Repertoire 1 = Bogoro (Rach): 
i) Hand  out  prepared  scores  for  Rachmaninoff  ‘Bogoro’.    Ask  the  singers  to  
clap the alto part.  Ask everyone to sing the alto part.  Sing each part of 
first phrase in sections.   
ii) Jump to final phrase. 
iii) If secure, continue working backwards until everything is secure (no 
lyrics, just solfa) 
 
If no later than 21.40: Repertoire 2 = Kalinda 
 
i) Prepare rhythmic patterns required for Kalinda – sing opening phrase, 
have everyone tap pulse, explain time signature, show rhythm and tie on 
board.  
ii) Hand out prepared sheet 
iii) Sing through 
 
Filler 1 = 20m+ remaining: 
Sing melody from Kalinda prepared score, singers sing back in solfa. Put melody on 
board. If time allows, add bass. 
 
Filler 2 = 20m or less remaining: 
Sing  ‘Viva  la  Musica’,  to  ‘lu,  lu,  lu’  (revises  dotted  crochet-quaver pattern), as singers 
tap pulse.  
Ask singers to identify rhythmic pattern and then solfa.  Put on board and sing in 
canon. 
 
 
 
Personal Evaluation of Rehearsal Three, 12.03.12: 
 270 
 
I think that overall, the objectives were realised, and this was definitely the best 
rehearsal thus far.  Many singers are secure in following the solfa signs, which will be 
useful for teaching more complex melodic patterns, in particular when we need to 
move tonal centres.  I had some new singers this week, so for them, it is very new and 
challenging, hence I need to constantly reinforce the hand-signs.  With regard to the 
singers’  perception  of  moveable  doh,  I  think  this  is  working  well.    The  exercises  were  
much more secure at the beginning, for example, tuning a m to a given d, which 
caused considerable problems in the previous rehearsal.  
 
The rhythmic patterns are also well assimilated, with singers reading the rhythmic 
names fluently.  I also feel that the introduction of the dotted crotchet-quaver pattern 
worked well.  With regard to the concert repertoire, the singers have now been 
introduced to three pieces (Bogoro, Part; Bogoro Rach; Kalinda), which is excellent 
progress.  
 
Personal Evaluation of Warm-Up: 
a) Alignment:  
 
Again, I tend to get distracted by the music and my rehearsal plan, and do not 
always remember to correct singers on their posture.  I should spend more time 
on this, and also get them to work on standing with an unequal weight 
distribution, moving to an equal weight distribution, so that they can feel the 
difference and learn to self-correct.  I should also be more particular regarding 
how they hold their music – many  of   them  are   looking  down   too  much,  and   I’d  
prefer them to become accustomed to watching me instead of being stuck in their 
scores. 
  
b) Breathing, support:  
 
I think that a lot of singers are doing well – judging by the sound production and 
the intonation.  The sopranos and altos need the most help with this aspect of 
vocal technique.  In the next rehearsal, I intend to do more staccato work, so that 
they can really feel the muscles working, and then when we return to a more 
legato sound, hopefully they will find it easier to maintain a column of support. 
 271 
 
  
c) Unison sound – sighing, humming, humming opening to pure vowel 
 
I flew through this very quickly – in the next rehearsal, it would be good to spend 
more time developing a unison sound.  At least one of the basses has issues with 
selecting the correct octave in which to sing, so I think that training singers to 
listen well and blend with their neighbours should be beneficial.  
 
d) Connecting support to sound – drdrmrd/mfmfsfm, zzz, zu, using dotted 
rhythm 
 
This exercise worked very well – I have done very similar exercises in the 
previous rehearsals, and the intonation tended to be quite poor.  In this rehearsal, 
however, it was much more secure. 
  
e) Extending range, working on tone and blend – drdsd, dsdrd (see-ah) 
 
This exercise worked very well – again, I have been repeating it in every 
rehearsal, as it contains some delicate intervals.  In this rehearsal, the intonation 
was  very  secure  and  the  tone  quality  was  good,  the  ‘ah’  vowel  in  particular  was  
very well settled, in comparison to previous rehearsals. 
  
f) Range extension and flexibility – dsmdmsdsmd, brolley, using rolled r 
 
I began this exercise by jumping around a major chord, as a means of rehearsing 
handsigns and tuning arpeggio.  The intonation was very good, thus I hope to use 
more difficult exercises based on arpeggio in the next rehearsal.  
 
g) Range extension – dtlsltd. mrdtdrm, ee-oh, descending* 
 
Not done, as rehearsal began later than expected (the four singers travelling from 
Porto were caught in traffic, plus I had two new singers who needed to be tested) 
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h) Sing the exercise canon from the previous week, and see how quickly singers 
can recall the solfa and rhythmic patterns (dmsl dls, slsmrmrd).  Put on board, 
use as blend exercise – ya-oo-eh. 
 
 This worked well, especially because numerous singers were absent for the previous 
rehearsal, it was learning for them and revision for the others. 
  
i) Recall the chords from the previous week – t = d, A; b and s = s (E), ca = 
m(C#) and f (D). Recall rhythm and sing last page of Bogoro. 
 
This was quite successful.  The only issue was that some singers felt they needed the 
‘sheets’  for  security’.    I  tried to explain that I preferred people to follow me, instead 
of focusing on sheets.  I felt that the text I was asking them to remember was quite 
short  and  relatively  simple,  plus   the  written  text  may  not  be  much  help  if   they  don’t  
read the particular language easily, but perhaps a good solution would be to put the 
text on the board, so that the singers are still focusing towards the same point, and 
looking up. 
    
j) Use  ‘Lil  Liza  Jane’  to  demonstrate  dotted  crotchet-quaver pattern 
 
This exercise worked extremely well.  I think that because I have a few singers who 
have an excellent standard of reading and technique, I need to find ways to challenge 
them.  Teaching an unknown song by rote, and asking them to dictate the rhythm and 
show the handsigns was a different way of approaching new music, and of teaching a 
new rhythmical pattern.  Also, for those who are rhythmically secure and with good 
intonation (including one singer with perfect pitch), it was good to work on a piece 
using D major sofa, and also to incorporate a kinaesthetic element.  This challenged 
all of the singers.  I wish to create this kind of challenge in every rehearsal – not least 
because I try to arrange the singers in pattern – weak, strong, weak, strong – so that 
those with more experience can lead those with little to no experience.  At the same 
time, I do not wish to create a hierarchy, or to emphasize the difference in experience 
between singers.  Thus, I like to use exercises which challenge everyone, so that 
everyone is equal. 
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Personal Evaluation of Repertoire 1 = Rachmaninoff 
 
The Rachmaninoff worked very well – much better than I expected.  I made two 
major mistakes – the first was regarding the efficiency of the rehearsal.  I completely 
forgot to rehearse the altos and basses together when they shared the melody.  Apart 
from being inefficient with regard to time constraints, this had implications when we 
sang  the  piece  from  beginning  to  end,  as  the  basses  needed  help  to  land  on  a  good  ‘s’ 
I had to give them the right note.  A better solution would have been asking the basses 
to learn the alto melodic figure with the altos, so that they would understand how to 
pitch their entry.  I realised this mistake almost immediately, and should have reacted 
faster, asking the basses to sing along with the altos once, from the beginning of the 
section, before attempting to sing the piece through from beginning to end.  The 
second major mistake I made was giving out the score too soon.  In future, I will ask 
the singers to follow my handsigns once, and then give them the scores.  I think that 
singers are too used to relying on written material – the irony being that those who are 
most dependent on the score tend to be those that have the least sight-reading 
experience. Looking back over the video, I  think  that  many  singers  have  ‘information 
overload’  when  trying  to  process  both  rhythm  and  solfa  – perhaps it would be far 
better to simply follow handsigns for the first reading (as I did with the Part), which 
demonstrate both rhythm and melody, and only when these are secure, will I 
distribute scores.      
 
In  the  end,  I  did  not  use  either  ‘filler’,  nor  did  I  progress  to  ‘Kalinda’.    I  felt  that  the  
singers were doing very well, and had the potential to sing through the Rachmaninoff 
Bogoro.  Thus, I felt it was important to persevere with this work.  I am afraid that it 
may be frustrating for singers to always do a little of everything, and not have an 
overall perspective of a particular piece.  Thus, we have now performed 
Rachmaninoff’s      Bogoro   very  well, with rhythmic and melodic accuracy, excellent 
intonation  and  some  very  nice  phrasing.    I  hope  to  finish  the  Part  ‘Bogoro’  in  the  next  
rehearsal, so that the singers know that they have at least 2 pieces under control. This 
means that in future rehearsals, I can somewhat vary the objectives and methods, 
progressing to details such as dynamics, phrasing, style, text and articulation of both 
pieces, whilst also working on mechanical and technical issues with other repertoire.  
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Rehearsal Four: 19.03.12 
 
Objectives: i) To revise diatonic hand-signs 
ii) To introduce chromatic handsigns (la, si, la) 
iii) To introduce a new rhythmic figure (4 semiquavers; 2 semi-
quavers-quaver; quaver-2 semiquavers) 
iv) To introduce the singers to more new repertoire.  
Warm-up: 
a) Alignment : 
Ask singers to shift body weight to feel difference with good posture. 
b) Breathing and support: 
 Use staccato exercises (can be f t p, for concentration) 
c) Sigh, hum to unison and open 
Focus on creating a clear tone and encourage a well-supported sound 
d) Sfmrd – ng  of  ‘ing’,  open  to  nee  the  second  time. 
Focus  on  creating  resonance  and  ensuring  the  singers  feel  the  ‘ng’  buzzing  far  
forward.  Take care when opening to the vowel to ensure that the vowel is well 
placed,  and  that  they  don’t  lose  the  connection.   
e) Drdsd, dsdrd, with staccato semiquavers (teach ti-ka-ti-ka, put on board) 
In addition to teaching semiquavers, use this exercise to teach light 
articulation for semiquavers, using diaphragm, not closing the throat or 
glottal stopping.  
f) Sl sl sl sl smd – eo-oh 
Ensure that the sound is open, singers should be raising soft palette (have an  
open feeling, and the descending arpeggio should sit well and not move back.  
g) Sls fsf mfm rmr d, so sa 
As  above,  but  the  ‘s’  will  help  to  keep  the  vowel  forward.    Encourage  singers 
not  to  dramatically  alter  embouchure  between  ‘so’  and  ‘sa’,  thus  encouraging  
a  more  concentrated,  vertical  ‘sa’,  with  a  dropped,  relaxed  jaw.   
h) smd, vong vong vong (extend with sops and t) 
Keep   this   very   light   and   rapid,   using   the   ‘v’   to   prepare   the   placement well, 
and asking for a shorted vowel.  
i) D, r d r d r d/ d, t, d, t, d, t, d (CA and basses), swap 
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Work on sound but also on intonation, to ensure that the difference between 
the tone and semitone are internalised.  The altos often sing a little under the 
note, so this should help them to feel that a tone can be a big step.  
j) Rhythmic games – aural dictation in ta-ah, ta, ti, ti-ka and ta-i ti. 
k) Canon – teach  ‘Ah  Poor  Bird’,  use  handsigns  – teach la si la. Use patterns that 
will lead to d (l) si la   
l) Progress to alto melody from Part, page 2, with handsigns. 
 
Repertoire 1: Part: 
 
i) Teach alto melody (F# minor, beginning of p2) during warm-up.  Ask 
basses and tenors to provide pedal fifth. 
ii) Add sopranos a third above.  
iii) Finish teaching the tenors and basses to end of section, singing in 
rhythmic names.  
iv) If no later than 9.15, progress to end of the page to finish. 
  
Repertoire 2: Guillaume 
i) Prepared score – ask basses to sing their line, so that the foundation is 
secure.   
ii) Teach soprano melody. 
iii) Add alto harmony 
iv) Sing through.  
 
Filler 1:  Bogoro, Rachmaninoff – sing through in solfa to revise.  
Filler 2: Viva la Musica, aural dictation to revise ta-I ti.  
Filler 3: Petrassi 3 (prepared score) 
 
Personal Evaluation of Rehearsal Four: 19.03.12 
 
Personal Evaluation of Warm-up: 
i) Alignment: 
There are still many issues I should address in terms of alignment.  In general, it 
is improving, and, once reminded, singers can correct their alignment quickly.  
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ii) Breathing and support: 
I like this exercise as it lends an extra challenge to the singers (remembering 
‘where’  each  sound  is  located),  and  they  seemed  to  find  it  enjoyable.   
 
iii) Unison Sound: 
I did not do this exercise due to time constraints.  
  
iv) Building Resonance: 
This was quite good, both in terms of intonation and sound. 
  
v) Drdsd, dsdrd, with staccato semiquavers 
This exercise worked very well, and proved to be a very efficient (albeit somewhat 
lazy) way in which to teach semiquavers.  However, the most important thing is that 
all singers grasped the concept and we able to perform semiquavers accurately.  
 
vi) Sl sl sl sl smd – eo-oh 
This exercise worked well, but I think it would be worth repeating in the next 
rehearsal,  to  ensure  that  all  singers  have  the  ‘pre-yawn’  feeling. 
vii) Sls fsf mfm rmr d, so sa 
Today, this exercises proved difficult for the singers, in terms of both intonation and 
tone  quality.  The  ‘ah’  vowel  in  particular  has  a  tendency  to  be  quite  mixed  in  terms  of  
colour, and also sits a little too far back for some singers. 
 
viii) smd, vong vong vong (extend with sops and t), very light. 
This exercise is one that I have used well in individual lessons, but unfortunately for 
choir,  I’m  not  sure  that  it  is  so  successful.    I  think  it  worth  trying  again,  when  I  need  
sopranos and tenors to create a light sound. 
 
ix) D, s d s d s d/ d, t, d, t, d, t, d, (CA and basses), swap 
I  didn’t  swap  parts  for  this  exercise.    I  used  it  as  an  aural  dictation  exercise  for  the  
basses, to ensure that all the singers try to imagine what the notes are for each 
exercises, instead of just repeating without thinking.  I think this exercises worked 
very  well,  as  it  also  gave  the  opportunity  to  remind  the  singers  about  rolling  their  ‘r’s  
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and  keeping   ‘so’  open,  as  opposed   to   singing   ‘sol’.     As  we  descended,   the   intervals  
were sometimes inaccurate, perhaps as a result of singing in solfa, when the singers 
are more accustomed to moveable do.    
 
x) Rhythmic games – aural dictation in ta-ah, ta, ti, ti-ka and ta-i ti. 
I did not do this, as the rehearsal was running late, due to singers arriving late.  
 
xi) Canon – teach  ‘Ah  Poor  Bird’,  use  handsigns  – teach la si la. Use patterns 
that will lead to d (l) si la   
This  worked  well,  in  teaching  si,  which  the  singers  needed  for  ‘Bogoro’.  It  was  also  
worthwhile to use a minor melody.  I need to remind the singers to listen more during 
these exercises, often the sound quality is not of a good quality during these exercises 
– the singers sing well during specific exercises and comfortable repertoire, but are 
not mindful of good vocal technique during this kind of exercise.  I used the piano 
briefly during this exercise to demonstrate the difference in harmony between la-so-la 
and la-si-la, which is not something I generally resort to, but in this context I think it 
was worthwhile.  
 
xii) Progress to alto melody from Part, page 2, with handsigns. 
I started slowly, using d-t-l patterns, progressing to d-l, d-t-l-si-l.  I will need to revise 
these patterns during the next rehearsal, as I am not sure that all the singers fully 
grasp the intervals – the intonation was constantly slipping during this rehearsal, 
which did not happen during other rehearsals, and I do not want this to become a 
habit.  
 
Personal Evaluation of Repertoire One - Part: 
I   decided   not   to   progress   to   the   Guillaume   during   this   rehearsal.      The   singers’  
intonation was not as good as during other rehearsals, which suggests that the new 
intervallic patterns are not secure.  The basses in particular had major issues with 
some intervals that I thought were secure – the 5/4 bar was particularly poor the first 
time.  I let them sing for a little too long, in the hope that they would auto-correct, but 
I stopped them to practice f-d. After isolating the problem, they performed better, but 
the intonation was generally poor, with the tenors and basses in particular pushing 
against each other, each trying to fix the intonation.  
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Thus, although in some aspects, the Guillaume prepared score may have been easier 
to  pick  up,  I  did  not  want  to  give  the  impression  that  I  was  ‘giving  up’  on  the  Part,  and  
neither did I want to risk the Guillaume not going well.  I felt that we could possibly 
achieve a good reading of the Part if we continued working on it, whereas if I moved 
on, I ran the risk of ending the rehearsal with a poor rendition, creating a negative 
atmosphere and making it more difficult to pick up the Guillaume during the next 
rehearsal.  Instead, I hope that the Guillaume will be like a breath of fresh air for the 
singers in the next rehearsal, being completely different in terms of harmonic 
language and mood to the Part and the Rachmaninoff.  
 
Filler 1:  Bogoro, Rachmaninoff – sing through in solfa to revise.  
Filler 2: Viva la Musica, aural dictation to revise ta-I ti.  
Filler 3: Petrassi 3 (prepared score) 
 
Nearing the end of the rehearsal, I decided that there was very little to be gained from 
repeating the Part one more time, and thus decided to run through the Rachmaninoff 
‘Bogoro’  once,  to  remember,  which  would  still  mean  that  the  rehearsal  ended  a  little  
ahead of time.  Although it was good to revise the Rachmaninoff, in terms of concert 
preparation, perhaps in hindsight, it would have been better to let the singers go even 
earlier – as the intonation during the rehearsal was much poorer than usual, our 
performance was not as good as at the end of the previous rehearsal, thus it may have 
been counterproductive to review this.  
 
Rehearsal Five – 26.03.2012 
 
Objectives: 
i) To revise diatonic hand-signs 
ii) To revise chromatic handsigns (la, si, la) 
iii) To introduce a new chromatic handsign (fi) 
iv) To introduce moving do during a passage 
v) To introduce the singers to more repertoire.  
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Warm-up: 
i) Alignment : 
Ask singers to shift body weight to feel difference with good posture. Focus 
on seated position as well, plus holding music.  
ii) Breathing and support: 
Use staccato exercises (can be f t p, for concentration) 
xiii) Sigh, hum to unison and open 
xiv) Sfmrd – ng  of  ‘ing’,  open  to  nee 
xv) Drdsd, dsdrd, with staccato semiquavers (teach ti-ka-ti-ka, put on board) 
xvi) Sl sl sl sl smd – eo-oh 
xvii) Sls fsf mfm rmr d, so sa 
xviii) Drm fsl td r dt l sfmrd/ dtl sfmrd t drmfsltd 
xix) Play   ‘Last  Man   Standing’:   Everyone   stands   and   follows  my   hand-signs, 
sitting down when they make a mistake.   
xx) Rhythm – aural dictation, I clap a rhythmic pattern, singers repeat using ta, 
ti etc.    
xxi) Sight-reading – Now  Robin,  from  King’s  Singers  book:  Put  on  board,  clap  
and sing (without modulation).  Sing version with fi, and ask singers to 
identify changed note. Teach handsign for fi.  Inner hear m s to practice la-
fi interval (need for Kalinda, A2) 
 
Repertoire 1: Guillaume 
i) Distribute prepared score – ask basses to sing their line, so that the foundation 
is secure. 
ii) Teach soprano melody. 
iii) Add alto harmony 
iv) Sing through.  
 
Exercise 1:  
i) Teach moving do -  start with simple exercise, based on pentonic scale , drm 
s/rmsl/msld – all starting from same pitch, using alternate hands to show that 
pitch has not changed.  
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Repertoire 2 - Biebl: 
 
i)  Ask the basses to follow handsigns for bass line, with F as do (due to 
flattened 7th and descending fourths, I feel that intonation might be more  
secure if they think of F do for the opening).   
ii) Teach the tenor part in C major.  Go back to the basses and show them the 
same pattern, using C do.  I am predicting that intonation may suffer – show 
them that the notes are the same, just the names are different (prepared score). 
iii) Teach the Biebl using a prepared score.  
 
Personal Evaluation of Rehearsal Five: 
 
The objectives were met – although  ‘moving’  do  during  a  passage  was  not  related  to  
‘real’  music,  I  just  used  exercises  to  demonstrate,  but,  perhaps  most  importantly,  the  
exercise worked well and the singers grasped the concept. The singers remembered 
the  ‘la  si  la’  pattern  from  last  week,  which  made  it  much  easier  to  move  on  to  ‘fi’.    I  
had  hoped  to  introduced  ‘fi’  differently,  using  a  canon,  first  without  altering  the  ‘fa’  
and then changing it to  ‘fi’  – however, the canon was taking too long to master, and as 
I felt we had achieved most of the learning objectives – for example, the rhythm was 
secure, and most of the notes sung accurately – I  didn’t  want  to  spend  more  time  on  a  
canon that would not be used again.  In hindsight, perhaps from a psychological 
perspective, it would have been better to finish the task well, but in the moment, I was 
very anxious to proceed with the repertoire.  Also, I did not introduce the singers to 
new repertoire, as I had hoped, but simply continued with Kalinda.  The rehearsal 
began late – which I must really plan for in future – thus, I felt that I was constantly 
playing catch-up with my rehearsal plan. 
 
Personal Evaluation of Warm-up: 
i) Alignment: 
This is improving, but some singers constantly revert to their more usual 
positions.  I am still reminding them consistently to stand and sit well.  I think 
I should ask them to bring folders in the near future, so that they can get used 
to bearing some weight without causing tension, and also so that they can get 
used to looking at music and at me simultaneously. 
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ii) Breathing and support: 
This exercise worked well – it challenges all the singers, because it is more of 
a memory game.  
 
iii) Creating a unison sound 
This also worked well,  I  think  the  singers  have  a  better  idea  of  the  ‘pre-yawn’  
feeling, but unfortunately very few singers were present at this point.  I will 
repeat the exercise in the next rehearsal.  
 
v) Creating resonance:  
This particular exercise is a little boring after a while, which means that 
concentration and tone can fall.  In future, I will use it for a shorter time, 
perhaps four repetitions repetitions including two modulations.  
 
vi) Drdsd, dsdrd 
This is a good exercise, which I love to do, as it has multiple benefits, in terms 
of intonation, blend and technique. The staccato seems harder to tune, but 
there was a vast improvement from the previous week.  
 
vii) Creating Space and Flexibility Sl sl sl sl smd – eo-oh 
This exercise worked well, better than the previous week in terms of intonation 
and tone quality.  
 
viii) Sls fsf mfm rmr d, so sa 
Compared to last week, this exercise was much better in terms of intonation 
and   tone   colour.      I   am   still   a   little   concerned   about   the   ‘ah’   vowel,   and   its  
tendency to sit further back, but I hope that in the next rehearsal, we can work 
on this.  
 
ix) Drm fsl td r dt l sfmrd/ dtl sfmrd t drmfsltd 
This was the first time I used a contrary motion scale, and I think the singers 
responded very well. I will use it again in the next rehearsal, but next time I 
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will ask the singers to sing it to various vowel sounds, as the intonation was 
quite secure.  
 
Hand-signs – play last man standing, follow signs  
I used to play this game with my secondary school students, and they always loved it.  
However, I quickly realised that this group were not suited to it, so I moved on to the 
next exercise. This was an important discovery with regard to adapting methodologies 
which I have previously used with children and teenagers for adults.  I felt that the 
adult group of   singers   didn’t   like   this   sense  of   competition  which   younger   learners  
always relished (I have used this game with children from seven years of age to 
sixteen year old pupils).  
 
Rhythm – aural dictation: I   didn’t   spend   much   time   on   this,   as   we   were   already 
running late.  However, the basic rhythmic patterns were revised, and perhaps in the 
next rehearsal I can add some improvisation exercises.    
 
Sight-reading – Now  Robin,  from  King’s  Singers  book 
This did not work well at all.  The canon was too complicated, and was taking far too 
much time to sing well in tune.  Part of me wanted to persevere, but at the same time, 
I   was   feeling   nervous   that   we  wouldn’t   have   time   to   work   on   any   repertoire   if   we  
spent too much time perfecting the canon, so in the end, I jumped  straight  to  the  ‘fa-
so’,  fi-so patterns, asking the singers to follow my hand-signs.  The good part is that 
the singers remembered la-si well, so introducing fi was not difficult for them.  
However, I must take more care in future when selecting teaching materials, as I 
wasted almost ten minutes of rehearsal on an exercise, which in the end, was not 
beneficial.   
 
Personal Evaluation of Repertoire One: Guillaume:  
  
This part of the rehearsal worked well, although the altos are still not completely 
secure with their la-fi interval – we will need to revise this during the next rehearsal.  
The prepared score (which changed the time signature from 6/8 to 3/4 worked very 
well, as the rhythmic patterns were relatively easy for the singers, and their rendition 
was very accurate, albeit much slower than I intend to perform it in concert.  
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Personal Evaluation of Exercise One: 
 
This worked really well, with surprisingly few issues, considering the fixed doh 
tradition – and in my opinion, moving doh during a passage is harder to grasp. I had 
anticipated more problems. I decided not to complicate matters by moving on to 
Biebl, as I always aim to end rehearsals on a positive note, so I used a filler exercise 
(Vive la Musica) to revise ta-i- ti, which we sang using various movements for each 
rhythmic value and finally as a three-part canon.   
 
REHEARSAL 6 – 16.04.2012 
Objectives: To revise handsigns (including chromatic, i.e. si and fi) 
  To introduce di 
  To introduce 6/8 time 
  To revise ta-i-ti and introduce tim-ri  
  To work on concert repertoire (Kalinda) 
  To introduce new repertoire (Turot, Kodály) 
To introduce some of Kodály’s   pedagogical   exercises   (from   ‘Let  Us  
Sing Correctly). 
 
Warm-up 
i) Alignment: 
Physical warm-up, including some Pilates inspired stretching exercises.  
ii) Creating unison sound: 
Humming sirens to feel resonance and connect with support, establish 
unison sound, open to me, meh, ma, mo, mu 
iii) Drmfsfmrd/dtlsfsltd (x 2) – mm, mu:  
Begin in unison, extend to contrary-motion with lower parts, thus 
developing aural skills whilst gently beginning to exercise the voice. 
iv) Sls fsf mfm rmr d – so sa –  
Concentrate on placing the ah vowel well, lifting the soft palette and 
keeping the sound bright and forward, especially for the lower 
oscillations. 
v) Dmsdtsfrdmsdtsfrd – ee, ah 
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Work on keeping the tone quality concentrated for the lower notes, and 
creating space whilst ascending. Pay particular attention to intonation 
whilst descending, especially for the t-s-f-r pattern.  
vi) Drmfsltdrdtlsfmrd/dtlsfrmdtdrmfsltd –  
Begin with lower parts ascending, then switch as we modulate upwards.  
Begin in solfa, then switch to vowels – ah, eh, ee, oh, u – when intonation 
is secure.  
 
Exercise One: 
a) Ask singers to follow handsigns, revise Kalinda melody from b. 33.  Work 
on moving do.  Also ask singers to sing in parallel in different keys. Also 
introduce soprano and alto melody from Turot, and practice alto line 
descending  f, m, r, d, t, ta, la  
b) Divide   the   group   into   two   parts,   and   work   on   ‘Let   us   Sing   Correctly’  
exercises, 1-5, in solfa, following handsigns.  
c) Ask basses to sing a D (la), tenors to pick a m (A), and finally sopranos to 
pick a m above it (fifth, A), and then ask sopranos and altos to imagine 
that A is their la, pick a do.  Give men ti-ti-ti-ti ti-ti ta rhythm (aural 
dictation, then put on board), practice S and A entries. 
 
Repertoire One: Kodály: 
i) After above exercise, ask sopranos and altos to follow melody shown by 
handsigns.  
ii) Ask tenors and basses to maintain their intervals and also the rhythmic 
pattern whilst S and A sing the melody.  
iii) Hand out scores.  
iv) Sing through to bar 16, then jump to bar 49. Teach alto, then tenor, add 
bass and finally soprano. 
v) Work on linking last section and first section. 
vi) Return to bar 41, teach andantino section. 
 
Exercise Two:  
a) Sing verse of ‘Amhran  na  Cuiginne’,  ask  singers  to  tap  pulse.   
b) Ask how many beats they think are in each bar. 
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c) Show on board (already written), to demonstrate that the pulse is 2 beats 
per bar, but that it is made up of 6 quaver beats. 
d) Ask singers to clap rhythm on board (sop melody from Kalinda, b.33) 
 
Repertoire Two: Kalinda: 
i) Hand out scores 
ii) Teach tenors and sopranos from bar 46,   
 
Personal Evaluation of Rehearsal Six: 
Personal Evaluation of Warm-Up: 
vii) Alignment: 
This continues to work well, it settles and focuses the singers. .  
viii) Creating unison sound: 
I used piano for this exercise, supporting the singers with a I-IV-I chord 
pattern as they opened to the vowels.  As we had very few singers, I had 
them gathered around the piano and looking into a mirror to check their 
embouchure – this was very beneficial, as I had been trying to explain to 
some singers that they were opening too much/not enough, but the mirror 
meant that they were able to see this for themselves and self-correct.   
ix) Drmfsfmrd/dtlsfsltd (x 2) – mm, mu:  
I did this exercise in unison. 
x) Sls fsf mfm rmr d – so sa –  
The mirror was used to great effect for this exercise as well.  The singers 
often   revert   to   a  Portuguese   ‘Oh’   sound,  which   tends   to   be   a   very   dark  
sound,  whereas   the   ‘ah’  can  sometimes  be  a  bit   too  wide, and hence the 
intonation can suffer.  Using the mirror helped the singers to control their 
embouchure and the sound quality improved dramatically.  
xi) Dmsdtsfrdmsdtsfrd – ee, ah 
I did not do this exercise, as I felt that we would spend too much time 
working on the intonation as opposed to the technique involved with this 
particular group.  
xii) Drmfsltdrdtlsfmrd/dtlsfrmdtdrmfsltd –  
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I did this exercise in unison, but it was still beneficial.  I like this exercise, 
as it really focuses the sound forward, and the singers have the 
opportunity to monitor the space they need as we ascend.  
 
The warm-up exercises were all done in unison, as I had no men at the beginning of 
the  rehearsal.      I  decided  not   to  use   the  ‘Let  us  Sing  Correctly’  exercises  during   this  
rehearsal, as so many people were absent.  
 
Personal Evaluation of Repertoire One: Kodály: 
 
‘Turot’  went  well,  although  I  didn’t  progress  to  the  more  challenging  middle  section,  
instead working on the beginning and on the end of the piece.  However, the 
andantino section was very secure in the end, with good intonation and an excellent 
sound, and the basses and tenors were able to perform the change in tonality between 
the D major/D minor chords. 
 
I thought that perhaps I would have to cancel rehearsal, as at 8.30, I only had 3 
singers,  who  also  happened  to  be  the  singers  with  the  least  experience,  and  I  wasn’t  
sure that it was a good idea to continue, in case they became disheartened, as they are 
used to being part of a bigger sound. However, I am so glad that I continued 
regardless, as I had the opportunity to discover areas of difficulty amongst these 
singers (for example, one soprano had difficulty pitching a major third on her own, 
but when she is surrounded by stronger singers, it is much easier for her).  Thus, I feel 
that the rehearsal was very beneficial for these singers, and the fact that they   
managed to sing the repertoire accurately, without relying on the more experienced 
singers, will hopefully increase their confidence in subsequent rehearsals.  
I finished the rehearsal early, as progressing to 6/8 would mean having to repeat the 
exercises for the absent singers in the next rehearsal. 
 
REHEARSAL SEVEN– 23.04.12 
 
Objectives:  
i) To revise handsigns and solfa for diatonic and pentatonic intervals 
ii) To introduce  exercises  from  ‘Let  Us  Sing  Correctly’ 
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iii) To work on changing doh during a piece/exercise  
iv) To introduce more concert repertoire (Kalinda and Petrassi) 
 
Warm-up* 
i)  Alignment: 
Stretching, reaching, Pilates exercises for neck and shoulders 
 ii)  Creating a Unison Sound 
Humming sirens to feel resonance and connect with support, 
open to me, meh, ma, mo, mu 
iii)  Creating a pure sound: Drmfsfmrd/dtlsfsltd (x 2) – mm, mu:
    Begin in unison, extend to contrary-motion with lower parts. 
iv)  Aural training, blend and tuning leaps:mm, mo, mm ma: 
Begin   by   humming   to   create   resonance,   then   open   to   ‘mo’   in  
lower  registers,  and  ‘ma’  in  higher 
v) Range extension and vowel clarity 
Drmfsltdrdtlsfmrd/dtlsfrmdtdrmfsltd – start with lower parts 
ascending. Begin in solfa, then switch to vowels – ah, eh, ee, 
oh, u, ensuring that the sound quality is always equal 
.   
*This warm-up plan is almost the same as for the previous week, as I did not have the 
opportunity to do any 2 part exercises last week, due to lack of singers/poor 
punctuality  
 
Exercise 1**:  
i) Ask singers to follow hand-signs, revise Part opening motif.  Work on 
moving do.  Also ask singers to sing in parallel in different keys. Also 
revise soprano and alto melody from Turot, and practice alto line 
descending  f, m, r, d, t, ta, la  
ii) Divide   the   group   into   two   parts,   and   work   on   ‘Let   us   Sing   Correctly’  
exercises, 1-5, in solfa, following handsigns. 
  
**This is the same as the previous week.  I think it would be good for the singers who 
were present to revise this part of the rehearsal.  Also, as I do not intend to work on 
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Turot in this rehearsal, I would like to introduce the melody as an exercise, so that 
when we come back to it, it should hopefully be somewhat familiar to the singers. 
 
Repertoire One – Petrassi  
i) Teach bass part with handsigns. 
ii) Tune tenor part to bass, and show them their part in handsigns.  Follow 
suit with sopranos. 
iii) When the harmonies are secure, show the alto melody with handsigns.  
iv) When the altos are secure in their intonation, hand out prepared scores. 
v) Sing  through  once  with  scores,  plus  the  ‘yawn’!   
 
Exercise Two:  
i) Aural dictation – clap rhythmic patterns, ask singers to call out the patterns 
using rhythmic names.  Introduce tim-ri (i.e. dotted quaver, semi-quaver) 
ii) Handsigns – work up to introducing chromatic melody from Kalinda from 
bar 78, then work on dividing as per score.   
 
Repertoire Two- Kalinda: 
iii) Hand out scores 
iv) Teach tenors and basses from bar 78.  Put all parts together, from bar 78 to 
bar 89.  
v) Hand out prepared score from 1st rehearsal and revise the last page.  
vi) If secure, work backwards to include figure starting in bar 105.   
 
 
(If no later than 21.20) Filler 1: Kodály 
k) Ask everyone to follow handsigns for sop and alto melody, opening motif.  
l) Teach bass and tenor their pattern, show handsigns for melody.  
m) If going well, hand out scores and revise andantino section.   
 
Filler 2:  
If things are not going well/repertoire is too challenging, introduce Biebl, using 
prepared score.  
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i) Teach male voices first, securing the bass line in particular, due to the 
altered notes.  Also pay particular attention to the tenor part. 
ii) Teach soprano, then altos.  Rehearse separately, then together.  Pay 
particular attention to alto 2. 
iii) If going well, proceed to second half.    
 
Personal Evaluation of Rehearsal 7: 
 
I was very tempted to cancel this rehearsal the day before, as I knew that two singers 
were sick and five were working, plus, there are no classes in University this week (se 
Maná academica), so I was expecting that some singers would take a long weekend. 
However, in the end, I am glad I went ahead with the rehearsal, although I only had 8 
singers.  This meant some significant changes to my rehearsal plan. 
 
Objectives: 
 
i) To revise handsigns and solfa for diatonic and pentatonic intervals. 
I did not spend much time on this, but as it was a much smaller group, I had the 
opportunity to watch everyone closely, and identify the intervals which are most 
problematic for the singers.  
 
ii)   To  introduce  exercises  from  ‘Let  Us  Sing  Correctly’ 
I showed exercises 1 -5 to the choir, which the singers   managed very well.  The 
intonation could certainly be improved, but the standard was very good.  
  
ii) To work on changing doh during a piece/exercise 
This did not work well, as I tried to demonstrate with Petrassi 3.  In hindsight, it 
would have been better to move straight to Biebl.  
 
iii) To introduce more concert repertoire (Kalinda and Petrassi) 
I  did  not  touch  ‘Kalinda’,  as  too  many  singers  were  absent,  and  I  didn’t  want  to  have  
to repeat teaching the dotted quaver-semiquaver figure.  
 
Warm-up* 
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i) Alignment – physical warm-up  
This is working well – I use almost the same sequence every week, and although the 
rehearsal starts with singers chatting during the initial full body stretches, silence 
always reigns once we are doing the second exercise. 
 
ii) Humming sirens to feel resonance and connect with support. 
I  didn’t  do  this.  I  moved  on  to  the  next  exercise,  but  extended  it  by  doing  the  first  few  
keys just humming, then descending back to the starting pitch and continuing as 
planned.  
 
iii) Drmfsfmrd/dtlsfsltd (x 2) – mm, mu: start in unison, extend to contrary-
motion with lower parts. 
I did not introduce the second part, as I only had one bass at the beginning of the 
rehearsal. 
 
iv) Aural training, blend and tuning leaps:mm, mo, mm ma: D s f r d/ d d s 
l t d = mm, mo, mm ma 
I accompanied this exercise on piano, in an attempt to give more confidence by 
creating more sound.  I used a pop style accompaniment, and I think that it helped a 
little, as the singers relaxed more and were not so self-concious 
 
iv) Drmfsltdrdtlsfmrd/dtlsfrmdtdrmfsltd – start with lower parts ascending. 
Begin in solfa, then switch to vowels – ah, eh, ee, oh, u  
I did not do this in contrary motion, and I also did not switch vowel sounds.  I begin 
with oh, and showed them to open to a more spacious vowel on the top notes, and 
then did the same with E. 
 
Personal Evaluation of Exercise One: 
I  did  not  do  the  first  part  of  this  exercise,  instead  I  went  straight  on  to  the  ‘Let  Us  Sing  
Correctly’  exercises.  This  worked  well,  we did every exercise a few times, repeating 
with switching parts, etc.  The singers like these exercises, and they are excellent for 
developing intonation.   
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Personal Evaluation of Repertoire 1– Petrassi 3 
 
I’m   still   unsure   – even hours later – about how successful this was.  The soprano, 
tenors and bass did extremely well, especially as there was only one soprano and one 
bass. The altos had problems maintaining the melody, but that was largely my fault, 
as I took the tempo I would take in concert for the first reading, which was ridiculous, 
and which scared the altos a little– of course I should have done it much more slowly.  
However, I decided not to do it a second time through, as I felt that the singers did not 
really like it.  I explained about the yawning, and said that we could perform it in a 
very theatrical way, which went down well.  At this point, I decided to move on to 
Biebl, as I felt they might need something a little more consonant to revive them after 
the Petrassi.  Also, as there was some resistance to the sound (it is the first piece I 
have  done  with  them  that  has  such  strong  dissonance),  I  didn’t  want  to  push  too  much  
on the first rehearsal.  Hopefully, the next time we sing this, I will have more singers, 
and we can have some fun with the yawning.   
 
Personal Evaluation of Filler 2: Biebl, using prepared scores: 
 
I am really delighted that this worked well – even with so few singers.  The most 
crucial part is that the singers really love the piece.  Shortly after 9pm, four singers 
had to leave.  I gave the remaining singers the option of staying and revising what 
they had just learned, or leaving early.  They all decided to stay, which was 
wonderful.  The second altos were having problems in bar 6, and from bar 16 to the 
cadence of the verse. Spending 10 minutes with just the altos was wonderful, as these 
are the singers with the least confidence, so it was really great to have the opportunity 
to work with them on their own.  We worked on the specific pitches in question, but 
we also able to introduce some finer details such as phrasing and tone quality.  
 
REHEARSAL 8 – 30.04.2012 
 
Objectives: 
i) To teach 6/8 time 
ii) To teach triplets 
iii) To  work  on  intonation,  using  exercises  from  ‘Let  Us  Sing  Correctly’ 
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iv) To work on singing in parallel fifths ( Maná and preparation for Mant) 
v) To work on more concert repertoire.  
 
Warm-Up: 
i) Alignment: 
Stretching, reaching, Pilates exercises for neck and shoulders 
ii) Creating a Unison Sound, Vowel Placement: 
Humming sirens to feel resonance and connect with support, open to me, 
meh, ma, mo, mu 
iii) Vowel Placement, Resonance and Intonation: 
Drmfsfmrd/dtlsfsltd (x 2) – ng, nu:  
Begin in unison, extend to contrary-motion with lower parts. 
iv) Soft Palette, Flexibility:  
Sls fsf mfm rmr d – so sa: 
Work on placing the ah vowel well, and feeling  the  ‘pre-yawn’  space   
v) Range extension, intonation and promoting an even tone quality: 
Dmsdtsfrdmsdtsfrd – ee, ah 
Work on keeping the tone quality concentrated for the lower notes, and 
creating space whilst ascending. Pay particular attention to intonation 
whilst descending, especially for the t-s-f-r pattern.  
vi) Range Extension, Vowel Placement, and Intonation: 
Drmfsltdrdtlsfmrd/dtlsfrmdtdrmfsltd –  
Begin with lower parts ascending. Begin in solfa, then switch to vowels – 
ah, eh, ee, oh, u 
 
Exercise One:  
Revision of hand signs and intonation exercises 
i) Ask singers to follow hand-signs.   Show   exercises   from   ‘Let   Us   Sing  
Correctly’  (ex  3-7).   
ii) Show  the  melody  from  part  3  of  ‘ Maná’.     
iii) When secure, split, so that sopranos and tenors are singing in parallel fifths 
to the altos. 
  
Exercise Two: Triplets: 
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i) Sing  ‘Amazing  Grace’  – if singers are familiar with it, sing all, if not, sing 
only the last 2 phrases.  
ii) Ask the singers to call out the rhythm in ta and ti.  
iii) Demonstrate the triplet when they reach it (am assuming  they’ll  stop). 
iv) Practice all together, singing first line – ‘Amazing  Grace’. 
v) Show triplet on board, briefly explain the terms used    
vi) Ask if anyone remembers our melody from exercise 1 ( Maná).  Ask them 
to say the rhythm in tas and tis – identify triplet.   
 
Repertoire One:  Maná: 
Distribute prepared scores.  Go to section 3 (already prepared in exercise one) and add 
tenor and bass parts. Ask singers to follow dynamic indications.  
 
Repertoire Two: Biebl: 
Revise first section using the prepared score, as many singers absent when we first 
read this.  
 
Exercise Three: Chromaticism: 
i) Ask singers to follow handsigns.  Show chromatic descending line (b.78) 
as a melody for all.   
ii) Work   on   changing   do,   using   both   hands   and   the   alto   ‘o   tambou’   figure  
(b73) 
iii) Hand out prepared scores 
iv) Teach tenor and bass patterns, b78  
v) If secure, work backwards to include figure starting in bar 105. 
 
Filler One: 
If  it  is  21.30  or  later,  revise  ‘Turot’  instead  of  progressing  to  Kalinda  (as  many  singers  
were absent for the first reading).     Work  on  the  middle  section,  before  ‘Andantino’,  
which is difficult for sopranos.  
 
PERSONAL EVALUATION OF REHEARSAL EIGHT 
 
Objectives 
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With regard to my objectives, shortly before the rehearsal began, I had some doubts 
about whether it was foolish to try and introduce 6/8 time and triplets in the same 
rehearsal. I decided that it would be better to introduce triplets (so that we could 
progress  with  ‘ Maná’,  and  we  also  need  to  be  comfortable  with  triplets  for  Kalinda)  
during this rehearsal, and that we could delay 6/8 until the following rehearsal. 
  
The   ‘Let   Us   Sing   Correctly’   exercises   went   well.      In   general,   the   intonation   was  
excellent during this rehearsal – I’m  not   sure   that   I   can  attribute   this   to   the  Kodály 
exercises or not, but there was a huge  improvement  on  the  previous  two  weeks.   I’m  
not  sure  that  the  singers  enjoyed  singing  in  parallel  fifths,  during  ‘ Maná’  – they seem 
to   prefer  more   consonant   harmonies,   as   they  weren’t   enamoured   by  Petrassi   either.    
However, I think that once they get used to the sound, they will enjoy it much more.   
 
The  ‘Turot’  fifths  worked  very  well  for  the  tenors  and  basses,  and  pitching  the  ‘doh’  
from  the  tenor  ‘la’  worked  well.  Having  prepared  this  in  advance  paid  dividends  when  
it came to rehearsing the repertoire, as the singers already knew the sound we needed 
to achieve.  
 
Personal Evaluation of Warm-Up: 
i) Alignment: 
This continues to work well in terms of focusing the singers and helping 
them to enter into the right frame of mind for the rehearsal..   
 
ii) Creating a Unison Sound, Vowel Placement: 
After sirening, I asked the singers to sing in unison, opening to the various vowels, in 
order to achieve homogeneity in the sound.  I used piano as we ascended, to give them 
harmonic and rhythmic support for changing vowels. (I-IV-I-IV-I) 
 
iii) Vowel Placement, Resonance and Intonation: 
This worked well, as we were able to do the exercise in contrary motion this week, 
thus training intonation simultaneously.   
 
iv) Soft Palette, Flexibility:  
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The singers are progressing very well, in the initial rehearsals, I had to constantly 
remind them and demonstrate the required technique, but now it is happening 
automatically for the vast majority of singers.    
 
v) Dmsdtsfrdmsdtsfrd – ee, ah 
I did not do this exercise due to time constraints.  
 
vi) Drmfsltdrdtlsfmrd/dtlsfrmdtdrmfsltd – start with lower parts ascending. 
Begin in solfa, then switch to vowels – ah, eh, ee, oh, u 
 
Again, it was fantastic to have good attendance from the beginning of the rehearsal, 
as it gave me the opportunity to work in contrary motion with the singers.  This 
exercise is very good, particularly in solfa, as it reinforces the intervals – the  d-r and 
d-t at either extreme can be challenging in terms of intonation, but the singers   
managed very well and always returned to a good unison doh.  
 
Personal Evaluation of Exercise 1: Revision of hand signs and intonation 
exercises 
 
This  worked  very  well,  as  it  gave  me  the  opportunity  to  teach  the  melodic  pattern  for  ‘ 
Maná’  without  using  the  score,  and  also  meant   that   the  singers  were performing the 
triplet   rhythms   unconsciously.         The   ‘Let   Us   Sing   Correctly’   exercises   were  
particularly useful for this rehearsal, as we focused on octaves and fifths, which was 
very  useful  for  ‘ Maná’.   
  
Personal Evaluation of Exercise 2: Triplets  
 
This worked well, as the singers knew the melody.  However, some versions of the 
triplets were a little different, but in the end, I think that the singers grasped the 
concept.  I explained that we could use various words to describe the rhythmic sound, 
but  that  I  liked  to  use  ‘tri-ple-ti’,  as  then  we  could  use  ‘tri-ple-ta’  when  the  triplet  was  
with crotchets.  
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Personal  Evaluation  of  Repertoire  One:  ‘ Maná’ 
 
This was well prepared, between the warm-up   and   the   ‘Let   Us   Sing   Correctly’  
exercises.  However, the singers need a lot more practice with singing parallel fifths, 
and this kind of harmony language, which still appears to be a little uncomfortable for 
them.  I think that  Maná is a great piece to work with, as it is repetitive and gives the 
singers an opportunity to get used to the sound.  I think that the Petrassi and 
Mäntyjärvi will  be  much  easier  for  them  after  singing  ‘ Maná’.   
 
Personal Evaluation of Repertoire Two: Biebl 
 
At the beginning, progress was a little slow, as I was missing both first sopranos and 
first tenors, thus I was trying to sing both parts myself.  A first tenor arrived soon 
afterwards, which made a huge difference.  The first section was very secure, so we 
also read the last verse.  I had asked the men to look at the solo after the last rehearsal, 
and said that I would be looking for volunteers in the coming weeks, so one of them 
offered to sing it during the rehearsal.  I introduced text as well – I need to work on 
the placing of some words – the  ‘ah’  sound  tends  to  be  a  little  difficult for Portuguese 
singers, as in speech it is quite nasal and closed, thus we need to work on opening it 
and  creating  more  resonance.    We  also  need  to  work  on  ‘r’  and  ‘d’  – ‘r’  sits  quite  far  
back,  and  the  ‘d’  sound  is  also  difficult  – in Brazilian Portuguese it is pronounced like 
an  English  ‘G’,  and  in  Portuguese,  it  tends  to  be  a  little  dental.     
 
Personal Evaluation of Exercise Three: Chromaticism 
I  didn’t  do  this,  as  I  felt  that  there  was  already  enough  new  information.   
 
Personal Evaluation of Filler/Option:Kodály: 
 
I  decided  to  go  back  to  ‘Turot’  instead  of  moving  on  to  Kalinda,  as  I  felt  that  singers  
were  becoming   tired,  and   that   ‘Turot’,  being   familiar,  was  better   than   introducing  a  
new concept (ie the chromatic descending line which I had planned to do from 
Kalinda).      It   was   just   as   well,   as   the   intonation   in   ‘Turot’   was   quite   poor   in   the  
beginning,   but   improved   so   I   am   glad   I   didn’t   move   on   to   something   even   more  
difficult. 
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REHEARSAL NINE -07.05.2012 
 
Warm-Up: 
n) Alignment: 
 Focus on the whole body, from soles of feet to top of head.  Also work on 
maintaining a healthy seated posture. 
o) Breathing, support:  
Focus on the constant flow of air, and maintaining a column of support. 
p) Unison sound – sighing, humming, humming opening to pure vowel 
q) Sitting on a note, change vowel sounds without altering the pitch or tone 
quality 
r) Connecting support to sound – drdrmrd/mfmfsfm, zzz, zu, using dotted 
rhythm 
s) Extending range, working on tone and blend – drdsd, dsdrd (see-ah) 
t) Range extension and flexibility – dm rf ms fl st ld tr d and descending, ee-ohh, 
ee-ah 
Range extension – dt dt dt d s d / dr dr dr d s d  ee-oh, descending* 
u) Sing the exercise canon to improve blend: dmsl dls, slsmrmrd (ya-oo-eh) 
v) Let Us Sing Correctly exercises, 5-10  
 
Exercise 1: 
Rhythmic games: Ask singers to identify the rhythmic patterns using ta and ti.  Extend 
to ta-i-ti and ti-ka-ti-ka.  When secure, progress to complex patterns from Kalinda – 
ti-ka-ti, ti-ti-ka, and tim-ri, ri-tim. Put patterns on board, with equal semiquavers 
against syncopated patterns, then equal quavers against semiquavers - split group then 
swap  
 
Exercise 2: Chromaticism and symmetrical scale 
Ask singers to follow handsigns. Work on semitones and minor thirds, leading to the 
symmetrical scale (ascending and descending).  If going well, ask singers to sing 
melody from board (Mäntyjärvi, b.49 and 50), in different keys. Move on to Kalinda. 
Show chromatic descending line (b.78) as a melody for all.  Work on changing do, 
using  both  hands  and  the  alto  ‘o  tambou’  figure  (b.73) 
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Repertoire 1: Kalinda: 
i) Hand out prepared scores  
ii) Ask singers to turn to page 12, practice male voices only from bar 78 to 
84. 
iii) Show the girls in handsigns, still singing as melody (tell them to close 
scores) 
iv) Sing with scores, with divisions.  
v) Continue to next part, bar 85 – 90 
vi) Remind the singers of the d-t/d-t exercise, and show them alto part in bar 
90.  
vii) Sing through until bar 95. 
 
 Exercise 2:  
vii) Sing  verse  of  ‘Amhran  na  Cuiginne’,  ask  singers  to  tap  pulse.   
viii) Ask how many beats they think are in each bar. 
ix) Show on board (already written), to demonstrate that the pulse is 2 beats 
per bar, but that it is made up of 6 quaver beats. 
x) Ask singers to clap rhythm on board (sop melody from Kalinda, b.46) 
 
Repertoire 1: Kalinda 
Return to Kalinda and turn to page 9. Sing bar 46, everyone except basses.  
When secure, add bassline.  
Work to transition, and keep going (same music)  
 
Repertoire 2: Biebl 
Work on text and phrasing 
 
Filler: Turot 
Work on middle section and the da capo transition. 
 
PERSONAL EVALUATION OF REHEARSAL NINE: 
Personal Evaluation of Warm-Up: 
w) Alignment: focus on the whole body, from soles of feet to top of head.  Also 
work on maintaining a healthy seated posture. 
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I did some new stretching exercises, and also asked the singers to do some vocal 
exercises whilst seated, which gave me a chance to correct their seated posture.  
However, we still have problems when they have scores to hold as well, so in the next 
rehearsal, I must try to remedy this. 
x) Breathing, support: focus on the constant flow of air, and maintaining a 
column of support. 
We did some exercises, and the singers are really improving at letting all the air out 
during the exhalation process.  Some are still too tense, and tend to breathe to their 
chests during these exercises, thus I still need to correct this. 
y) Unison sound – sighing, humming, humming opening to pure vowel 
This worked well – in the beginning, the pitch took a while to settle, and some 
‘attacks’  were  quite  violent.    However,  we  repeated  the  exercise  a  few  times,  and  the  
intonation improved dramatically. 
z) Sitting on a note, change vowel sounds without altering the pitch or tone 
quality 
This exercise went well, especially as I   managed to   correct   the   ‘oh’   sound.      In  
Portuguese,  ‘o’  is  much  broader  than  in  English,  so  today  we  worked on singing both 
the  ‘portuguese  o’  which  is  more  open  and  airy,  and  the  ‘oh’  sound  which    I  wish  to  
create,  which  is  more  concentrated  and  ‘vertical’.   
aa) Connecting support to sound – drdrmrd/mfmfsfm, zzz, zu, using dotted 
rhythm 
This exercise always tends to work well, as the intonation is relatively easy to 
maintain,   and   the   sonorities   are   pleasant   and   the   ‘zzzz’   at   the   beginning   is   very  
effective in pushing the vowel to the front. 
bb) Extending range, working on tone and blend – drdsd, dsdrd (see-ah) 
Not done. 
cc) Range extension and flexibility – dm rf ms fl st ld tr d and descending, ee-ohh, 
ee-ah 
This was very good – the   sopranos   had   great   difficulty   tuning   the   ‘m’   in   the  
beginning, but once they relaxed, the sound was very good.  
Range extension – dt dt dt d s d / dr dr dr d s d  ee-oh, descending* 
I was delighted with the sound produced during this exercise – the intonation was 
secure and the tone was pure.  
dd) Sing the exercise canon to improve blend: dmsl dls, slsmrmrd (ya-oo-eh) 
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Not done 
ee) Let Us Sing Correctly exercises, 5-10  
I did the exercises horizontally, as I was a little behind time and wanted to move on. 
Personal Evaluation of Exercise 1: 
Rhythmic games: Ask singers to identify the rhythmic patterns using ta and ti.  Extend 
to ta-i-ti and ti-ka-ti-ka.  When secure, progress to complex patterns from Kalinda – 
ti-ka-ti, ti-ti-ka, and tim-ri, ri-tim. Put patterns on board, with equal semiquavers 
against syncopated patterns, then equal quavers against semiquavers - split group then 
swap  
This worked really well – by slowing down the rhythmic figures, the singers grasped 
tim-ri/ri-tim very well.  However, I would like to repeat the exercise during the next 
rehearsal in order to work at a faster tempo – as it is a relatively difficult concept, I 
did not want to compromise accuracy in favour of tempo, but I think that I will 
prepare the alto tied figures using this exercise during the next rehearsal. 
 
Personal Evaluation of Exercise 2: Chromaticism and symmetrical scale 
Ask singers to follow handsigns. Work on semitones and minor thirds, leading to the 
symmetrical scale (ascending and descending).  If going well, ask singers to sing 
melody from board (Mäntyjärvi, b.49 and 50), in different keys. Move on to Kalinda. 
Show chromatic descending line (b.78) as a melody for all.  Work on changing do, 
using  both  hands  and  the  alto  ‘o  tambou’  figure  (b.73) 
 
The singers had difficulties pitching the minor third at the beginning, but we worked 
on it for a while, and in the end, they were able to perform drm and ltd with excellent 
intonation, and also   managed to sing a well-tuned symmetrical scale.  Due to time 
constraints, I did not show them the melody on the board, but went straight to 
Kalinda.  The chromaticism took a few minutes to tune perfectly, but in the end, the 
descending chromatic figure worked well as a melody, although my plan to practise it 
an octave lower backfired, as the last notes were too low for the sopranos (but 
practicing at pitch would have been too high for the altos – perhaps I should have 
transposed it to a more inclusive tonality) 
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Personal Evaluation of Repertoire 1: Kalinda: 
This was very disappointing, as I really thought that I had prepared this passage well, 
but  when  it  was  time  to  sing  it   in  context   it  really  didn’t  work.  As  a  melody,   it  was 
accurate in terms of intonation, but in context the vast majority of singers were really 
confused.      They   couldn’t   make   the   connection   between   the   solfa   exercise   and   the  
score, although I felt that I had clearly labelled everything for them.  I need to figure 
out a way to make this work, and to explain it better to the singers.  On a positive 
note, the men were fantastic and grasped the rhythmic concepts surprisingly quickly.  
This greatly boosted the morale of the singers, as the girls were also very impressed, 
and I think it increased their motivation to get their part right. 
 
 Personal Evaluation of Exercise 2:  
xi) Sing  verse  of  ‘Amhran  na  Cuiginne’,  ask  singers  to  tap  pulse.   
xii) Ask how many beats they think are in each bar. 
xiii) Show on board (already written), to demonstrate that the pulse is 2 beats 
per bar, but that it is made up of 6 quaver beats. 
xiv) Ask singers to clap rhythm on board (sop melody from Kalinda, b.46) 
This worked very well – they liked the song, kept the pulse, and seemed to grasp 6/8 
time very easily.  However, I think that I will repeat this exercise, to ensure that 
everyone understands, before moving on to Kalinda, as I also need to show other 
compound time signatures (for Mäntyjärvi) 
 
Personal Evaluation of Repertoire 1: Kalinda 
Return to Kalinda and turn to page 9. Sing bar 46, everyone except basses.  
When secure, add bassline.  
Work to transition, and keep going (same music)  
I  didn’t  do  this,  as  I  didn’t  want  to  keep  going  with  Kalinda  as  the  previous  exercise  
didn’t  go  well.  I  don’t  want  the singers to think that it is too difficult or beyond them.  
 
Personal Evaluation of Repertoire 2: Biebl 
Work on text and phrasing 
 
I really enjoyed this part of the rehearsal, as this piece is now very secure (we revised 
some of the more difficult passages), so we had the opportunity to work on making it 
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beautiful.  We  worked   on   pronunciation,   in   particular  maintaining   a   ‘forward’   oooh  
sound.  We also worked on cut-offs and long notes.  I am delighted with the sound. 
 
Personal Evaluation of Filler: Turot 
Work on middle section and the da capo transition. 
 
I’m   not   quite   sure   what   the   problem   is   with   this   piece,   as   we   spent   a   long   time  
working on pitching the d from the tenors la.  I need to do this exercise again in the 
next rehearsal to make sure that this is secure.  I had time to work on some text with 
the  singers  as  well  (but  I’ll  need  to  do  this  again  as  a  reminder).    I  also  need  to  focus  
on how the altos pitch their note in the middle section, last night they were not able to 
pick it up independently.  However,  I  don’t  see  this  as  a  major  obstacle,  we  should  be  
able to secure it quickly.  
 
REHEARSAL TEN – 14.05.2012 
 
Objectives:  
i) To revise and to practice 6/8 time 
ii) To introduce the symmetrical scale 
iii) To practice the chromatic scale 
iv) To practice singing in parallel fifths 
v) To revise syncopated patterns with quavers and semiquavers 
vi) To introduce more concert repertoire 
 
Warm-Up:  
 
ff) Alignment: focus on the whole body, from soles of feet to top of head.  Also 
work on maintaining a healthy seated posture. 
gg) Breathing, support: focus on the constant flow of air, and maintaining a 
column of support. 
hh) Unison sound – sighing, humming, humming opening to pure vowel 
ii) Sitting on a note, change vowel sounds without altering the pitch or tone 
quality 
 303 
 
jj) Connecting support to sound – drdrmrd/mfmfsfm, zzz, zu, using dotted 
rhythm 
kk) Extending range, working on tone and blend – drdsd, dsdrd (see-ah) 
ll) Range extension and flexibility – dm rf ms fl st ld tr d and descending, ee-ohh, 
ee-ah 
Range extension – dt dt dt d s d / dr dr dr d s d  ee-oh, descending* 
mm) Sing the exercise canon to improve blend: dmsl dls, slsmrmrd (ya-oo-
eh) 
nn) Let Us Sing Correctly exercises, 5-10  
 
Exercise One: 
i) Show the bass pattern (d f, d s) Petrassi 3. All sing bass line. 
ii) Sing a scale from d-s.  Sing a scale from m-t (with d and m on the same 
pitch) 
iii)  Sing just the interval d-s, ask half the choir to remain on s.  Ask the others 
to start on m (same pitch as do), and sing up the scale to t, to demonstrate 
that it is a perfect fifth. 
iv) All sing tenor part from Petrassi 3, then just tenors and basses sing their 
respective parts. 
 
Repertoire One: Petrassi 3:  
i) Show alto melody with hand signs, all sing.  
ii) Distribute   scores,   explain   the   theatrical   element,   practice   the   ‘yawning’  
bars. 
iii) Practice the soprano part, and explain how they can pitch their entries.  
iv) Harmony parts sing through, show the alto melody in handsigns.  
 
Exercise Two: 6/8 time: 
  
i) Sing  verse  of  ‘Amhran  na  Cuiginne’,  ask  singers  to  tap  pulse.   
ii) Ask how many beats they think are in each bar. 
iii) Sing chorus, asking the singers to tap the beats (ie the six quavers) 
iv) Show rhythm of chorus on board, ask singers to tap the rhythm 
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Repertoire Two: Kalinda: 
i) Distribute scores for Kalinda, ask singers to look at bar 33.  Explain that 
we have already sung this, but in 3/4 time.   
ii) Revise the soprano melody with the bass line, asking tenors to sing with 
sopranos.  
iii) Revise the alto part – ask all singers to clap the alto line from bar 33 to bar 
38. 
iv) Skip to bar 46, ask tenors and sopranos to sing their melodies. 
v) Add the bass line. 
vi) Ask all singers  to  ‘speak’  the  alto  rhythm  in  ta/ti  etc.   
vii) Sing 46-53 (with altos clapping rhythm pattern, not singing) 
 
Repertoire Three: Part, Bogoro 
i) Sing the A major chord from end of page one, and switch to F#minor 
chord at the beginning of page two. 
ii) Sing the cadence at the end of page two, and then pitch the first chord of 
page three. 
iii) Practice the last system of the second page with the second bass and 
second  alto,  to  check  that  the  ‘ti’  is  well  pitched. 
iv) Sing through in solfa. 
v) Introduce the text, with singers repeating. 
vi) Sing through with text.  
 
Filler: Rachmaninoff, Bogoro: 
i) Check the alto part from their division in bar 13. 
ii) Check the soprano and tenor from bar 16, to make sure the A minor triad is 
in tune. 
iii) Sing through in solfa to revise 
iv) Sing through with text.    
  
PERSONAL EVALUATION OF REHEARSAL TEN: 
I did not meet all of my objectives for this rehearsal, as we began late, which meant 
that I had to cut some of the exercises short in order to have the opportunity to 
progress with the concert repertoire, as we have about four rehearsal left before our 
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first public performance. However, the symmetrical scale was very secure last week, 
so  I  don’t  think  it  will  be  difficult  to  revise  this  in  the  next  rehearsal  and  to  progress  to  
singing it in parallel motion at various intervals (as it appears in Mäntyjärvi’s  
Canticum).  The chromatic scale was also secure, but did not work when I tried to 
introduce in it context (Kalinda), but I decided that perhaps it would be better to sing 
a different section of Kalinda this week, and in the next rehearsal I think that we 
should be able to link the sections we have covered, and sing from bar 33 to the end. 
In terms of the syncopated patterns, the singers needed to revise the exercise I did in 
the previous rehearsal, and after that the rhythmic patterns were much more secure, 
thus I feel that it is not too ambitious to imagine that we should be able to progress 
very quickly through the rest of Kalinda.   
With regard to singing in parallel motion, the singers performed incredibly well, 
which gives me the impression that once the intervals of the various canons and scales 
are secure, the Mäntyjärvi should be well within their capabilities and they should be 
able to learn it and perform it well with four weeks of rehearsals (considering that we 
have already prepared the symmetrical scales, changing do etc.).    
In relation to our concert repertoire, we sang four pieces from our programme during 
this rehearsal, the Part. Petrassi and the Rachmaninoff were very good, and Kalinda 
has great potential.    
 
Personal Evaluation of Exercise One: 
This exercise was very beneficial in terms of tuning the chords and also securing the 
more difficult intervals.  My basses always seem to have problems pitching d-f, they 
generally  seem  to  prefer  singing  ‘d – s’.    This  exercise  helped  them  to  focus,  and  the  
intervals were very secure.  The singers also seemed to enjoy the d-s, m-t exercise, it 
helped them immensely, and also served as an excellent example of how useful 
relative solfa and moving do can be in terms of sight-reading, as being able to 
recognise intervals and evoke the sound quickly, regardless of their positioning is a 
very useful skill for accurate sight-reading.  
 
Personal Evaluation of Repertoire One: Petrassi 3: 
 
I was so delighted with how well the singers received the Petrassi this week.  During 
the previous rehearsal, they were less than enthusiastic, although the prospect of being 
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able to introduce a theatrical element helped.  Beginning with the yawning bars, and 
asking each part to show me how they were going to yawn was fun, and I think it 
motivated the singers to really concentrate on singing their part well.  During the next 
rehearsal, I can introduce text and work more on phrasing.     
 
Personal Evaluation of Exercise Two: 6/8 time: 
  
As some singers were absent for this exercise, it was worthwhile repeating it for 
today’s  rehearsal,  albeit  with  some  tweaking  to  keep  the  exercise  interesting  for  those  
who were present in the last rehearsal. I did not spend a great deal of time on it, but it 
was good to do, as they picked up the rhythms in Kalinda very well.  
 
Personal Evaluation of Repertoire Two: Kalinda: 
viii) Distribute scores for Kalinda, ask singers to look at bar 33.  Explain that 
we have already sung this, but in 3/4 time.   
ix) Revise the soprano melody with the bass line, asking tenors to sing with 
sopranos.  
x) Revise the alto part – ask all singers to clap the alto line from bar 33 to bar 
38. 
xi) Skip to bar 46, ask tenors and sopranos to sing their melodies. 
xii) Add the bass line. 
xiii) Ask all singers to  ‘speak’  the  alto  rhythm  in  ta/ti  etc.   
xiv) Sing 46-53 (with altos clapping rhythm pattern, not singing) 
There was a lot of learning involved during this part of the rehearsal.  The basses did 
extremely well, as they remembered when we prepared this section a few weeks ago. 
The sopranos were also able to perform their melodic figure with very little help.  The 
second   altos   needed   some   help   with   singing   their   ‘fi’   interval,   but   were   able   to  
perform it accurately after a short exercise to reinforce it.  
With regard to rhythmic exercises, Kalinda is a really excellent piece.  The entire 
choir benefitted immensely from clapping the alto part – which is complicated – and I 
hope that this will pay dividends when they need to transfer that knowledge to another 
rhythmically complex passage.   
On one level, the singing was quite poor – I think the intonation suffered as everyone 
was concentrating on rhythmic accuracy.  If this is the case, then it is my fault for 
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pushing them too quickly. In the next rehearsal, I will revise these rhythmic patterns, 
and also introduce melodic figures during the warm-up, so that the singers are not 
struggling to pitch intervals in addition to accurately performing the more complex 
rhythmic patterns.   
 
Personal Evaluation of Repertoire Three: Part, Bogoro: 
 
I was a little nervous about singing this, as it has been a few weeks since we last sang 
the Part Bogoro, and I was afraid that I had left it too long and that the singers would 
have forgotten it.  However, I was pleasantly surprised.  Touching the chords at each 
transition was a good way to revise it, as was going through the geography of the 
piece and isolating potentially problematic passages.  It was also fantastic to sing it 
with text, as I think it helps the singers feel that they are really progressing – as I tend 
not   to   introduce   text   until   the  more  mechanical   details   are   secure,   they   know   it’s   a  
good sign when I start to teach them the text.   
 
Personal Evaluation of Filler: Rachmaninoff, Bogoro: 
I was going to let the singers go earlier than usual, as they had already done great 
work,   but   I   was   very   curious   about   the   Rachmaninoff   Bogoro,   as   again,   I   didn’t  
rehearse this for several weeks.  On one hand, this was poor rehearsal manágement on 
my part, but as it was so secure, I felt that I could leave it for a while and return to it 
to work on the finer details once the rest of the repertoire was under control.  
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